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With gratitude to 
Douglas Moore 

who, by taking the time to give us his list of the ten best 
American songs, pointed out the path which led to this 
work. 


If less is more, one great song is worth ten merely adroit 
symphonies. To say 'you can have it for a song" is to sell 
the form cheap. 


NED ROREM 
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Preface 


Our purpose in writing this book is not only to 
share with others our genuine love for the song recital but also to give ex¬ 
tensive, thoroughgoing, and definitive insights into the attributes that 
can render it at once a great art and a magnificient entertainment. 

With our own students and those we meet in our travels we are con¬ 
stantly reminded of their need for information on the subject. Their 
teachers are, of course, well-informed, but struggling against time re¬ 
strictions that do not permit individual and extended guidance. A lack of 
comprehensive literature on the subject of song recital is evident. We in¬ 
tend in this book to give the singer clear, methodical, and serviceable in¬ 
formation on every facet of the recital art. We have spent twenty years in 
the performance of song recitals and we have done these programs to¬ 
gether. We have written this book committed to the idea that the singer- 
accompanist team is by far best qualified to construct such a book, par¬ 
ticularly the discussion of the universally esteemed but rarely encoun¬ 
tered art—program building. One cannot deny that boredom, induced 
by bad, repetitious, and unimaginative programming has dampened 
some public enthusiasm. This book sets out to instruct its readers in the 
very techniques that will avoid boredom and kindle audience excitement. 

We believe that the American singer is eminently qualified to raise 
the art of the recital to a new height. In spite of the fact that a virtual 
handful of European artists seems to dominate the recital field, why 
should American singers, with their special gifts, humbly abandon the 
field to others? Foreign recitalists offer to the art of the recital, with rare 
exceptions, either evenings composed entirely of German Lieder (occa¬ 
sionally French) or evenings composed of arias sung by operatic artists 
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who are the "'biggest" names in the profession but who are seldom the 
best recitalists. We agree with Gunther Schuller, who said in a New York 
Times interview in 1977: 

Until now, we've been celebrating every European import—whether it's 
a tenor, or a composer, or a bassoon player—it's assumed he's better 
than our own homegrown product. My ambition, for the rest of my 
life, is to try to stamp out this damned inferiority complex we have. 

Perhaps the twentieth century, with its cataclysmic changes cutting 
across life and customs, calls for an expansion or refurbishing of the song 
recital concept. This book will offer many innovative ideas along this 
line that will challenge the energies and excite the imagination of present 
and future recitalists. We will also treat such contributory factors as the 
artist's social responsibilities before and after the recital, so important in 
building future audiences. 

Most of what you will read in this book has not been dealt with in 
other publications. We have earnestly set about to cover all aspects of 
the song recital as thoroughly as possible. Most voice teachers are skilled 
at teaching much more than vocal technique. But such nonvocal skills 
can be taught by others—or certainly with the help of this book. Our aim 
is to present the bulk of these peripheral materials so as to save the voice 
teacher's most valuable commodity—time. 

Wishing this to be essentially a practical book—informative and util¬ 
itarian above all—we have tried to delete esthetics and reminiscences, for 
there are many excellent books on such subjects available at any book 
store. This book is concerned with the practicalities of performance. It 
can be divided into some rough groupings. 

After the first chapter on the history of the song recital, you will find 
three chapters that discuss program building—possibly the most impor¬ 
tant subject matter this book has to offer. Surprisingly little of a compre¬ 
hensive nature has been written elsewhere on this theme. We begin in 
Chapter 2 with a discussion of the existing types of recital programs and 
a very practical "how-to" outline of our personal method for construct¬ 
ing a program. Following in Chapter 3 are five of our own nontraditional 
programs, each with a step-by-step explanation of all decisions taken, 
meticulously following the order of the master-outline and illustrating its 
principles. Conclusions are drawn as to the final success or failure of 
each program. Chapter 4 includes fourteen programs, traditional as well 
as specialized, for varying forces, unaccompanied by explanations. 

Because we expect young singers to make maximum use of this 
book. Chapter 5 is geared to them and their problems, concluding with 
several programs for beginning recitalists and two debut programs with a 
scenario describing each of the two young artists. 
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Chapters 6 through 10 are firmly related to technical subjects. We 
place extraordinary emphasis upon the need to upgrade one's acting 
skills in recital. Therefore, Chapter 6 (The Singing Actor) is perhaps the 
most important chapter in the book, next to the chapters on program- 
building. Chapter 7 (The Accompanist) gives much practical help, as 
well as discussions of psychological relationships between the coach-ac¬ 
companist and his singers. Because there are so many fragmentary and 
peripheral skills that a singer/accompanist team needs to know. Chapter 
8 is devoted entirely to questions on these subjects, with appropriate 
answers. In this group is a small but provocative chapter about musical 
and literary research and a lengthy, critical discussion of study and mem¬ 
orizing methods. 

The next rough grouping includes four chapters (11-14) about sev¬ 
eral special types of vocal music—twentieth-century New Music, Ensem¬ 
ble Music, The Song Cycle, and Folk and Popular Music. Each chapter 
begins with a short history of that particular type of song material, con¬ 
siders for what type of singer it is well-suited, and finally discusses its 
programming uses. The New Music chapter offers three tables containing 
information about twentieth-century composers and styles with the pur¬ 
pose of orienting the singer to this literature. 

The last chapter spells out some hopes for a renaissance of the recit¬ 
al, some remedies for present ills, some suggestions for a new look, and a 
challenge to the young recitalist. 

It is expected that voice teachers, whether in their own private stu¬ 
dios or in institutions, whether teachers of private or class lessons, will 
find the entire book of interest and help in their work, as will coaches 
and accompanists. Undergraduate or beginning recitalists, we believe, 
will find in this book virtually everything they need to learn the art of the 
recital. Professional singers will probably find pertinent information of 
most value in the program-building chapters (2, 3, 4), the acting and re¬ 
search chapters, (6, 9) and the musical resource chapters (11, 12, 13, 14). 
Teachers of accompanying or vocal literature classes will find undeni¬ 
ably useful information in the chapters related to their subject matter. 
Furthermore, we believe that master courses in program-building or the 
art of the recital could be taught with these materials as text. The three 
tables of information about New Music and the appendices containing 
repertoire lists should prove vastly interesting and time-saving for all 
performing musicians and their teachers. Drama coaches will find that 
Chapter 5 and 6 relate especially well to their subject, and young com¬ 
posers of vocal music may find Chapter 10 of value in their work. 

At the end of the chapters, where applicable. Guidelines for Practice 
in acquiring skills have been added. Teachers will find it possible, by as¬ 
signing these specific exercises outside of class or lessons, to save their 
own time while assuring that the student acquire the requisite knowl- 
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edge. Students who read this book without the guidance of a teacher will 
find the Guidelines contributory to their self-study programs. 

Possibly our most important reason for writing this book was the 
deep love we hold for the song recital itself. We feel impelled to contrib¬ 
ute to the profession what we know of the beauty, the excitement, and 
the personal and artistic gratification with which the recital repays those 
who master its provocative form. Skillful practitioners of the art will 
surely be recompensed by what Leslie Howard once called ''the sublime 
satisfaction which is the immediate reward of a perfect communion be¬ 
tween both sides of the [proscenium arch]." 
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EVOLUTION 

Before the nineteenth century, musical perform¬ 
ances were limited to churches or to palaces of the nobility and musical 
works were tailor-made for a particular audience. Palestrina s great reli¬ 
gious works were intended for the prelates and congregations of the Ital¬ 
ian church, Bach's cantatas were specifically attuned to the congregation 
of St. Thomas' Church in Leipzig. Domenico Scarlatti's compositions 
were heard for years only by the Spanish court, just as performances of 
Haydn's works were attended mainly by the Esterhazy nobility. In Ger¬ 
many, around the turn of the century, collections of secular songs were 
intended for performance in the parlors of specific social groups. 

Late in the nineteenth century, when solo music went "on the road," 
the new and foreign audiences before whom it was performed did not en¬ 
tirely understand the performers' intentions. Fashionable Italian opera, 
which had started its world touring at a much earlier date, had already 
been favorably received by the public. Audiences, accepting its more ob¬ 
vious attributes, were accustomed to listen for the aria, often paying lit¬ 
tle attention to the rest of the opera and conversing to the sound of the 
recitatives.^ Only as the twentieth century drew near did the enlarging 
mass audience become conscientious and attentive. 

1. These cases of audience and individual naivete may be cited: (a) in Vienna, audiences for 
a time preferred Rossini to Beethoven; (b) popular audiences thought Spohr equal if not 
superior to Beethoven; (c) Stendahl considered Mozart's music too Germanic and stud¬ 
ied in comparison to Pergolesi's music; (d) George Bernard Shaw tried valiantly to exert 
his influence to make Beethoven as popular as Mendelssohn and Spohr. 
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Personal appearances being professionally and financially valuable, 
nineteenth-century star singers made great efforts to schedule concert ap¬ 
pearances whenever their operatic schedule permitted. Traveling per¬ 
formers like Nellie Melba and Jennie Lind charmed the general public 
with those operatic arias, resplendent with pyrotechnics, that their de¬ 
voted public expected to hear. Simple tunes, if included at all, were a 
pleasant but unimportant part of the evening's entertainment. On some 
occasions assisting artists were contracted to appear in duets with the 
star singer. When feasible, orchestras were hired. In the absence of an or¬ 
chestra, the dubious duties were performed by an accompanist, who was 
cautioned to appear not too conspicuous.^ 

Since those days the psychological attitudes of audiences have gone 
through many changes. As the twentieth-century mass audience grew 
up, it began to look upon music as it did upon horse-racing, betting, and 
other professional sports—as a pastime in which they did not take part. 
This audience tended to become resistant to all unknown music, old or 
new. The period after World War II added another immense upheaval in 
audience psychology. A new musical acclimatization, similar to the 
change from polyphony to harmony in the seventeenth century, was tak¬ 
ing place (and has yet to be completed). The erasure of boundaries be¬ 
tween consonance and dissonance that some composers had attempted at 
the turn of the century and the confusing array of new compositional 
techniques—mixed media, aleatory, electronic, computer, neoclassical, 
total serialism—all have left much of the mass audience at sea. 

The modern audience, formed by the pressures of past events, can be 
said to be comprised of three types of individuals: (1) the enthusiast, 
whose musical appreciation and understanding is superior, who there¬ 
fore has an incentive to investigate and enjoy any new music, whether 
contemporary or from the past; (2) the connoisseur of good music who 
hastens to admire chic music, which is in vogue and pleases the prevail¬ 
ing taste; (3) the remaining individual, typical of the majority, who ac¬ 
cepts his standards and convictions second-hand. 

For a brief period in America the recital flourished in the persons of 
such greats as Lehmann, Tourel, and Frijsch. For the past several decades 
the solo recital, instrumental as well as vocal, has been in decline. To¬ 
day, the number of solo song recitals given each season falls far below 
that of other types of concerts. Entire seasons may pass with no more 
than one or two exciting recitals. However highly regarded as an art 
form when well done, the ingredients and techniques of the song recital 
are poorly understood by the general public. 

2. Even as late as the 1930s the art of accompanying was not always understood. Gerald 
Moore tells us in his book. Am I Too Loud?, that some of his fellow professionals 
regarded the accompanist's work with a jaundiced eye. Moore, Gerald, Am I Too Loud? 
Macmillan, 1962, p. 180. 
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The decline of the solo song recital is attributable to many factors. In 
recent years, the music profession has not lived up to what audiences 
have expected. Too frequently, recitals are musically skilled and sophis¬ 
ticated, but dramatically haphazard and amateurish. Lacking entertain¬ 
ment value, such recitals do not compete successfully with other twenti¬ 
eth-century forces and trends. Either the song recital must carve out a 
contemporary niche for itself, or it runs the risk of either disappearing 
from the professional concert stage, or at best mutating into total elitism 
practiced only by European specialists. Its rebirth is long overdue. It 
should no longer be viewed as a ''snob" occasion or a "status" evening 
but, in the words of the English novelist Henry Green, as "a long inti¬ 
macy between strangers." 

Filling the large halls of the increasing number of new performing 
arts centers scattered about the United States has depended largely on the 
drawing power of charismatic (formerly known as glamorous) artists. In¬ 
deed, one publicity director epitomized the situation by declaring, "It 
helps to have an artist who has cut off his ear." 

Whatever one is impelled to say about that old star system during 
the heyday of the solo recital in the 1940s and 1950s, it did help to draw 
the audience into the hall, where presumably they liked what they heard 
and saw, since they returned often. Before a recital Lily Pons would ar¬ 
rive at a city in her own railroad car. Maria Jeritza wrote a newspaper 
column about beauty hints. Many serious singers made movies, begin¬ 
ning with Geraldine Farrar. It was not unusual to see a concert artist ar¬ 
rive with her entourage, among which were a maid, a PR man, two Bor¬ 
zoi dogs, and a suspiciously unattached young male. Following this 
glamorous epoch, the ordinary girl next door was suddenly in vogue. 
Concert stars were photographed cooking their own recipes for goulash 
in their very own simple Connecticut kitchens. It did not take long before 
reverse chic and total understatement took over. Having, with the power 
of their 1960s movement, reduced everyone to a moral statement of blue 
jeans or their equivalent, the rock stars then proceeded to dress and be¬ 
have in outlandishly glamorous fashion. The field was theirs. (It is hard 
to compete with a sequined jumpsuit.) Losing its glamor, the song recital 
lost a great deal. The audience must be coaxed into the hall before a 
recital can be presented. There are many methods; glamor is not an in¬ 
considerable one. 

Although not crucial in itself, the results of this policy have wreaked 
havoc upon the weakened stature of the solo recital precisely when the 
onslaughts of television and the long-playing record were strongest. 

Simple boredom is one of the strongest reasons for the decline of the 
song recital. Rigid preservation of familiar repertoire by local concert or¬ 
ganizations (instigated and promoted by big concert bureaus) has con¬ 
tributed to this situation. The tight control over these programs is totally 
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in the hands of artists' managers. It was they who approved the content 
of each program, often overriding the vociferous protests of singers, who 
were anxious to program music written before Bach and after Stravin¬ 
sky. As one result, many localities bowed out of community concert 
series because they felt that the artists were "singing down to them," 
depriving them of the chance to become au courant with musical happen¬ 
ings. It is a very dangerous ploy to consistently underestimate the 
capacities of the musical mass audience. 

Eventually, managerial representatives who pandered to the local 
committee chairman's desire for "the very best works by the very best 
performers" fostered programs restricted to practically a handful of 
European artists. These artists, who often were not good recitalists, con¬ 
tributed their share to the weakening of the song recital. Americans are 
easily persuaded by hyperbolic publicity to regard only European super- 
stars as worth hearing. Moderately successful American artists have a 
hard time surviving. But great art is nourished by the middle levels of 
competent craftsmen in the arts who should not be made to feel that they 
are failures when they do not command international adulation. 

All too familiar to musicians are the old rebuttals to the "give 'em 
what they want" philosophy. Filling the hall is a proper and valid con¬ 
cern. Nevertheless, the hall has often not been filled as a result of giving 
them what they supposedly wanted. Was something wrong with the the¬ 
ory? Was the hall simply too large for recital? Was the repertoire repeti¬ 
tive ad nauseum and the acting too often next to nonexistent? One might 
have expected dullness to be attacked by the critics. In effect, critics have 
the power to dictate programming according to their personal taste. Yet, 
actual complaints of "too much variety" have revealed that the critics 
often had standards which related too little to the normal audience's ap¬ 
petite for variety. 

Television, the foremost communications revolution of the second 
half of the twentieth century, has given the mass audience a taste for 
larger musical forces—Baroque ensembles, duet and joint recitals, cham¬ 
ber music aggregations of all kinds, and every imaginable type of avant- 
garde multimedia performances. One lone unamplified singer and one 
accompanist performing a repertoire that is all but unknown to those 
who grew up with television find it hard to command attention. 

Television, in addition to addressing itself to the famed twelve-year- 
old mentality, has lowered the common denominator of the musical level 
at which we are bombarded. It has also shortened our attention span, de¬ 
creased our willingness to listen carefully, and has eroded our capacity 
for listening quietly to entertainment in a group. (When were you last 
treated at the movie theater to the alia voce comments of the stranger sit¬ 
ting next to you who presumably thinks he is watching television in his 
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own living room?) Public television has stimulated grass roots interest in 
things theatrical, benefiting opera and the theater, but it has not man¬ 
aged the same impact on the song recital. Our recital programming has 
not kept pace; our recital acting has not improved. Only a few especially 
talented recitalists have attempted to revitalize the drama of recital. Why 
should a music lover take the trouble to attend a recital unless the fare 
competes, nominally at least, with an evening of commercial television? 

Publicly supported musical events can scarcely compete with free 
commercial television. Something must be charged for the ticket, 
whether or not it actually defrays the cost. The film industry managed to 
survive the competition from the television industry during the sixties. 
We must do the same. We must put together a better product by improv¬ 
ing our programming and our skills. Commercial recordings, a magnifi¬ 
cent but mixed blessing, have had a profound effect on music apprecia¬ 
tion, but they have also made us justifiably lazy. Unless one has tasted 
the excitement of live performance with all of its attendant risks, what 
compelling reasons can be found for leaving the cozy hi-fi room at home, 
where no one will challenge the favorite artist's interpretation? Why ven¬ 
ture forth to hear music that is not recorded? After all, how good can it 
be if it is not on a disc? Such attitudes are surprisingly prevalent today es¬ 
pecially among the young, many of whom have never heard a live, un¬ 
amplified performance of any kind, let alone a song recital. On the other 
hand, the repertoire which they play to test their elaborate equipment 
has converted some hi-fi addicts (previously immune to the delights of 
serious music) into fans of Beethoven and Bach. Let us be grateful that 
the long playing records have enlarged the potential musical audience 
but let us not elevate recordings to a position as sole measurement of a 
definitive reading. 

In summation, let us use the succinct statement of Paul Hartman, 
formerly of the Lake George Opera Company, now manager of the Re¬ 
gina Symphony Orchestra, Saskatchewan, Canada: "We must break 
down the stereotype of the recital as a dull affair geared only to the elite." 
Of course there is absolutely no reason why this refined art must put peo¬ 
ple off by its elegance or why it must be boring because of its refinement. 
We can erase boredom and we can substitute entertainment with no low¬ 
ering of standards. It is up to the music profession to show mass audi¬ 
ences that a song recital is, above all, enjoyable. 

Indisputably, interest in the song recital has temporarily waned. 
Why not let it die? Why not look back with nostalgia once a year to 
Tourel's triumphant debut recital, sipping champagne to the memory? 
The answer is simple. We would forever deny ourselves access to the 
only medium for live performances of our tremendous heritage of song 
literature—the song recital. Recordings scarcely suffice. They offer one 
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frozen, locked-in interpretation. Recitals offer personal expressivity, the 
stylistic projection of the whole performer, and an experience that is 
always real and stimulating. 


CONTEMPORARY 

PROGRAMMING 


In its purest form, the song recital is truly a product of the twentieth 
century. The practice of arranging songs in chronological order was pio¬ 
neered by Marcella Sembrich. Fine artists like Elisabeth Schumann, 
Aksel Schiotz, Lotte Lehmann, Elena Gerhardt, and Alexander Kipnis 
preferred to sing the great songs of Schubert, Schumann, and Brahms in 
place of arias. American artists Mack Harrell and Marian Anderson and 
the Danish-born singer Polva Frijsch continued the practice. Recitalists 
of the forties, fifties, and sixties Jennie Tourel, Elisabeth Schwarzkopf, 
Dietrich Fischer-Dieskau, Peter Pears, Kathleen Ferrier, Gerard Souzay, 
Judith Raskin, Janet Baker, Donald Gramm, Shirley Verett, and Her¬ 
mann Prey limited their recitals almost exclusively to song literature. 

From the repertoires of these singers we have chosen six representa¬ 
tive programs. Schwarzkopf, Raskin, and Souzay are principally Ger¬ 
man or French song recital specialists. Tourel, Verrett, and Gramm (de¬ 
spite his American program) display in their programs a broad reper¬ 
toire. We also present six other programs devised by fine recitalists and 
fine programmakers whose names are not household words, although 
they deserve to be. 
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Jennie Tourel 

MEZZO-SOPRANO 


I. From Rosie Bow'rs Henry Purcell 

II. Six Songs from the Spanisches Liederbuch H ugo Wolf 

Nun wandre Maria 
Die ihr schwebet 
Bedeckt mich mit Blumen 
Ach, im Maien war's 
Geh! Geliebter, geh' jetzt! 

Bitt' ihn O Mutter 


III. 

IV. 


V. 


Die Junge Magd, Opus 23 No. 2 (Iraki) Paul Hindemith 

voice, flute, clarinet, string quartet 

INTERMISSION 


L'Absence (Gautier) Hector Berlioz 

Le Temps des Lilas Ernest Chausson 

Francis Poulenc 

Vilanelle des petits canards Emmanuel Chabrier 


Under the Mask (Lermontov) 
So Soon Forgotten (Apuchtin) 
The Snowdrop 
Eternal Love (Pushkin) 


M. A. Balakirev 
P. 1. Tchaikovsky 
A. T. Gretchaninov 
A. T. Gretchaninov 
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Gerard Souzay 

BARITONE 


I. Chanson Louis XIII 
Ma bergere, non legere 
Cachez, beaux yeux 
Amants, aimez vos chames 

II. Quatre romances 

Au rossignol 
Chanson de printemps 
LAbsence 

Viens! les gazons sont verts 

III. Chansons madecasses 

Nahandove! 

Aoua! 

Repos 

INTERMISSION 

IV. L'Espace du dedans 

Repos dans le malheur 
La jeune fille de Budapest 
Dans la nuit 


Anonymous 
Gabriel Bataille 
Antoine Boisset 
Jean Baptiste Lully 

Charles Gounod 


Marice Ravel 


Henri Sauguet 


V. LAdolescence Clementine jean Francaix 

De jan-jan 

Mon coeur est tout endormy 

D'une vieille dame fort pale et d'un vieii gentilhomme 

Complainte 

Avant naissance 


The Song Recital 
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Elisabeth Schwarzkopf 

SOPRANO 

I. Bist du bei mir J- S. Bach 

Einem Bach der fliesst Christoph Gluck 

Wonne der Wehmut Ludwig van Beethoven 

Warnung W. A. Mozart 

II. An Sylvia (Shakespeare) Franz Schubert 

Die Liebe hat gelogen 
Die Voegel 
Der Einsame 
Ungeduld 

III. Der Nussbaum 
Auftraege 
Da unten im Tale 
Och Moder 

INTERMISSION 

IV. Die Sproede 
Die Bekehrte 

Als ich auf dem Euphrat schiffte 
Kennst du das Land 

V. Du denkst mit einem Faedchen 
Wir haben beide 
Nein, junger Herr 
In dem Schatten meiner Locken 
Die Zigeunerin 

VI. Wiegenlied Richard Strauss 

Schlechtes Wetter 

HaCs gesagt, bleibt's nicht dabei 


Hugo Wolf 


Robert Schumann 
Robert Schumann 
Johannes Brahms 
Johannes Brahms 

Hugo Wolf 
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Donald Gramm 

BASS-BARITONE 

I. Three Poems by William Blake Virgil Thomson 

The Divine Image 
Tiger! Tiger! 

'"And did those feet 

II. Three Poems by E. A. Robinson John Duke 

Richard Cory 
Luke Havergal 
Miniver Cheevy 

III. Blue Mountain Ballads (Tennessee Williams) Paul Bowles 

Cabin 

Lonesome Man 
Sugar in the Cane 
Heavenly Grass 

Four Poems by Walt Whitman Ned Rorem 

As Adam early in the morning 
To You 

Look down, fair moon 
Oh, you, whom I often and silently come 
Two Songs Richard Gumming 

Go Lovely Rose (Edmund Waller) 

A Ballad of the Good Lord Nelson (Lawrence Durrell) 
INTERMISSION 

IV. Songs by Charles Ives 

General William Booth Enters Into Heaven (Lindsay) 
Side Show (Ives) 

The Things Our Fathers Loved (Ives) 

The Greatest Man (Anne Collins) 

The Circus Band (Ives) 

V. Favorite American Concert Songs Selected from the Works of; 

Carpenter, Speaks, Nevin, Cadman, Watts, Wolfe, 

Mac Dowell, Beach 


The Song Recital 
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Judith Raskin 

SOPRANO 


I. An Chloe (Jacobi) W. A. Mozart 

Als Luise(Baumberg) 

Warnung (Anon.) 

II. Erlafsee (Mayrhofer) Franz Schubert 

Auf dem Wasser zu singen (Stolberg) 

Die Vogel (Schlegel) 

Fruhlingstraum (Muller) 

Seligkeit(FJ6ltY) 

III. Das Madchen spricht (Gruppe) Johannes Brahms 

Immer leiser wird mein Schlummer (Lingg) 

Geheimnis (Candidas) 

Botschaft (Daumer) 

INTERMISSION 

IV. Sieben fruhe Lieder Alban Berg 

Nacht (Hauptmann) 

Schilflied (Lenau) 

Die Nachtigall (Storm) 

Traumgekront (Rilke) 

Im Zimmer (Schlaf) 

Liebesode (Hartleben) 

Sommertage (Hohenberg) 

V. Four Songs Gustav Mahler 

Rheinlegendchen (Des Knahen Wunderhorn) 

Ich atmef einen linden Duft (Ruckert) 

Wo die schonen Trompeten blasen 
(Des Knaben Wunderhorn] 

Wer hat dies Liedlein erdacht? 

(Des Knaben Wunderhorn] 



12 


The Art of the Song Recital 


Cesare Valletti 

tenor 


1. 

Nel puro ardor (from "Euridice'l 

Jacopo Peri 


A porfiria vecchiarella 
(from ''Orazio'O 

Alessandro Stradella 


Carae dolce 

Alessandro Scarlatti 


Ne men con Tombre 

C. F. Handel 


Che vuole innamorarsi 

Alessandro Scarlatti 

II. 

Auflosung 

Franz Schubert 


Der jungling an der Quelle 

Franz Schubert 


Nacht und Traume 

Franz Schubert 


Der Musensohn 

INTERMISSION 

Franz Schubert 

ill. 

1 Pastori 

lldebrando Pizzetti 


San Basilio 

lldebrando Pizzetti 


Serenata 

(from "Sette Canzoni") 

G. Francesco Malipiero 

IV. 

Marcello's Aria 
(from '11 Duca d'Alba") 

Gaetano Donizetti 

V. 

There is a Lady Sweet and Kind 

Norman dello joio 


How Do 1 Love Thee 

Norman dello joio 


Feast of Lanterns (from the Chinese) 

Granville Bantock 


The Song Recital 


Shirley Verrett 

MEZZO-SOPRANO 

I. Confusa, smarrita (Catone in Utica) Giovanni Pergolesi 

D'amor Tarcano ascoso iFlaminio) 

Serbi Tintatta fede 

II. Nicht wiedersehen! 

(Des Knaben Wunderhorn) 

Rheinlegendchen 

(Des Knaben Wunderhorn) 

Wiegenlied (Dehmel) 

Furfunfzehn Pfennige 
(Des Knaben Wunderhorn) 

Befreit (Dehnnel) 

INTERMISSION 

III. Three Spirituals (Titles to be announced) 

IV. A sa Cuitare (Ronsard) Francis Poulenc 

Adeline a la Promenade (Garcia Lorca) 

C'est ainsi que tu es (Vilmorin) 

Vous n'ecrivez plus? (Jacob) 

Sanglots (Apollinaire) 

Air vif (Moreas) 


Gustav Mahler 


Richard Strauss 


V. Una voce poco fa (Barber of Seville) 


Gioacchino Rossini 
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Sofia Steffan 

MEZZO-SOPRANO 

I. An die Hoffnung (from Tiedge's Ludwig van Beethoven 

Urania], Opus 94 

Two songs from 'Tgmont/' Opus 84 
Die Trommel geruhret 
Freudvoll und Leidvoll 

11. Sechs Deutsche Lieder, Opus 103 Ludwig Spohr 

Sei still mein Herz 
Zwiegesang 
Sehnsucht 
Wiegenlied 
Das heimliche Lied 
Wach auf 

mezzo-soprano, clarinet, and piano 

III. Parto, ma tu, ben mio (La Clemenza di Tito] W. A. Mozart 

mezzo-soprano, clarinet, and piano 
INTERMISSION 

IV. From the Diary of Virginia Woolf Dominick Argento 

The Diary 

Anxiety 

Fancy 

Hardy's Funeral 

Rome 

War 

Parents 

Last Entry 


The Song Recital 


Carol Knell 

MEZZaSOPRANO 

1. O nube! che lieve per Taria ti aggiri Gaetano Donizetti 

(from Maria Stuarda) 

li. Maria Stuart Lieder, Opus 135 Robert Schumann 

Abschied von Frankreich 
Nach der Geburt ihres Sohnes 
An die Konigin Elisabeth 
Abschied von der Welt 
Gebet 

III. Cinq Chansons (Mary Stuart) Jean Berger 

Pour lui j'ay meprise 
Car c'est le seul desir 
Sans cesse mon coeur sent 
Vous m'estimez legere 
O Domine Deus 

voice, viola, cello, flute 
INTERMISSION 

IV. Music from the courts where Mary Stuart 

resided or was imprisoned 
The Court of Henry II 

Fay cause de moy contenter Matthieu Sohier 

Vous perdez temps Claudin de Sermisy 

Le chant des oiseaux Clement Janequin 

The Court of Mary Stuart 

In a garden so green 16th cent. Scottish (Anon.) 

Richt soir opprest 
O lusty May 
The Court of Henry VIII 

O My Hart Henry VI11 

Canary Caroso/Praetorius 

A Robyn, Gentil Robyn William Cornish 

It Was a Lover and His Lass William Byrd 

Now o Now I Needs Must Part John Dowland 

voice, old instrument ensemble, dancers 
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Paul Sperry 

tenor 

I. Histoires Naturelles (Renard) Maurice Ravel 

Le Paon 
Le Grillon 
Le Cygne 

Le Martin-Pecheur 
La Pintade 

II. La Grenouilliere (Apollinaire) Francis Poulenc 

Paul et Virginie (Radiguet) 

Derniere poeme (Desnos) 

Reine des mouettes (Vilmorin) 

Montparnasse (Apollinaire) 

III. La statue de bronze (Fargue) Eric Satie 

Dapheneo (God) 

Le Chapelier (Chalpult) 

INTERMISSION 

IV. Noch (Night; Polonski) P. 1. Tchaikovsky 

Za oknom (Behind the window; Polonski) 

Ne ver, moi drug (Don't believe, my friend; Tolstoy) 

Sred schumnovo bala (At the Ball; Tolstoy) 

V. Auf der Bruck (Schulze) Franz Schubert 

Am See(Bruchmann) 

Die Liebe hat gelogen (Platen) 

Der Einsame (Lappe) 

Nacht und Traume (Collin) 

Der Musensohn (Goethe) 
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Chloe Owen 

SOPRANO 

I. Contemplazioni di Michelangelo Nicholas Flagello 

Come puo esser 
Ben doverrieno 
Ben fu 
Di piu cose 

II. Chansons de Ronsard 

A une fontaine 
A cupidon 
Tais-toi, Babillarde 
Dieu vous garde! 

INTERMISSION 

III. Sieben Fruhe Lieder 

Nacht (Hauptmann) 

Schilflied (Lenau) 

Die Nachtigall (Storm) 

Traumgekront (Rilke) 

Im Zimmer (Schlag) 

Liebesode (Hartleben) 

Sommertage (Hohenberg) 

IV. Flamenco Meditations Carlos Surinach 

(Elizabeth Barrett Browning) 

How do I love Thee? 

Yet, love, mere love, is beautiful indeed 
When our two souls stand up erect and strong 
The face of all the world is changed 
If thou must love me let it be for naught 


Darius Milhaud 


Alban Berg 



18 


The Art of the Song Recital 


Jeanne Beauvais 

SOPRANO 

1. Un jeune coeur (Les Aveux Indiscrets) Pierre Monsigny 

L'art surpasse ici la nature (La Belle Arsene) 

L'orage [La Belle Arsene] 

Ariette de la Vieille (Rose et Colas] 


11. Paysage triste 
Les Papillons 
Narcisse a la Fontaine 
Crepuscule 
Phidyle 


Reynaldo Hahn 
Ernest Chausson 
Jules Massenet 
Jules Massenet 
Henri Duparc 


III. Poemes pour la Paix sur la Poesie du Passe Ned Rorem 

Sonnet (Olivier de Magny) 

Sonnet (Jean Daurat) 

L'Hymne de la Paix (jean Antoine de Baif) 
INTERMISSION 

IV. Melodies Passageres (Rilke) Samuel Barber 

Puisque tout passe 
Un cygne 

Tombeau dans un pare 
Le clocher chante 
Depart 


V. Cocardes (Cocteau) Francis Poulenc 

Miel de Narbonne 
Bonne d'enfant 
Enfant de Troupe 


The Song Recital 
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Helen Vanni 

MEZZO-SOPRANO 

I. Air de Clytemnestra: Armez-vous d'un 

noble courage [Iphigenie en Aulide] 
Air de Larissa {II Trionfo di Clelia] 

Per pieta, belLidol mio 
Qua! farfalletta amante 

II. Und steht ihr fruh am Morgen auf 
Du denkst mit einem Fadchen 
Wohin mit der Freud 

Frage nicht 
Die Kleine 

III. Chlo mi scordi di te (K. 505) 

INTERMISSION 

IV. Chansons de Bilitis 

La Flute de Pan 

La Chevelure 

Le Tom beau des Naiades 

V. Meinem Kinde 
Ruhe meine Seele 
Einerlei 

Wie sollten wir geheim sie halten 


Christoph Gluck 

Christoph Gluck 
Vincenzo Bellini 
Alessandro Scarlatti 

Hugo Wolf 

W. A. Mozart 
Claude Debussy 

Richard Strauss 
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THE RECITALIST 


Presented with such examples of excellent recital programming, we 
must confront the song recital as a uniquely difficult and demanding art 
form. Singers who wish to succeed in it must understand fully the tech¬ 
niques involved. They must have ample time to perfect themselves in the 
skills required. Above all, they must truly wish to do so. (They cannot 
carelessly toss off a recital at Alice Tully Hall between two operatic ap¬ 
pearances.) 

Rewards and Satisfactions 

True, the recital does not earn great financial returns. If the art were 
flourishing, it would undoubtedly pay well. In lieu of monetary return, 
singers who study recital will gain vocal stamina, will determine and im¬ 
prove their musical capacities, acquire self-confidence, forge a personal 
style of communication, and attain the versatility that a nonspecializing 
American singer must have. Finally, even if they never sing recitals pro¬ 
fessionally, or even if their talents prove to be better suited to opera than 
to recital, they will nevertheless improve their operatic skills from a 
study of recital. (See Chapter 5.) 

Singing recitals is much more difficult to do well than singing opera 
or oratorio. Judith Raskin, the brilliant American soprano, was asked 
which of the two, opera or recital, she loved more. She replied, ''Opera is 
my true love, I expect, but recital has taught me so much! In a recital I 
know my voice completely and what I am capable of. I use this knowl¬ 
edge in my opera roles." 

Personal gratification is one of the most satisfying rewards one re- 
cieves from performing a successful recital. To be able to hold an audi¬ 
ence in the palm of one's hand for some two hours so that one's perform¬ 
ance becomes a total musical experience will not only accelerate one's 
growth as an artist but will effect a great sense of confidence and pride in 
one's individual talent. Continued practice in recitals rewards the singer 
with a distinct personal style of performance—a very valuable asset. It 
must be remembered, however, that imagination and personality cannot 
flourish without the bedrock of vocal and musical security, skills that are 
best developed in recital. 

Skills 


Having read a description of the intoxicating rewards of the song re¬ 
cital, you may well feel compelled to ask: "How can I become a good re- 
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citalist?'' You will need every one—a small assortment will not do—of 
the following skills: 

1. a well-trained and reasonably beautiful voice 

2. advanced musicianship 

3. an attractive and vital personality 

4. the ability to project and communicate 

5. the ability to think and perform on many levels 

6. the ability to go beyond what can be taught 

7. versatility of styles (for the American singer) 

8. musical and literary insight 

9. musical and literary imagination 

10. good health and the determination to keep it. 

Building a career as a Lieder singer obviously calls for a number of 
different skills. Acting ability, for example, is an important talent for any 
singer. The song singer par excellence, while bestowing loving attention 
upon the song's details, must understand the need to retain the scope of 
its larger pattern. Building a fine song recital also demands of singers 
some degree of scholarship. Not only is it their responsibility, but it is 
perhaps the best device for extending the boundaries of their artistic 
imaginations. They need to experience the thrill of research and the tri¬ 
umph of discovering the unusal or the unique. 

It is our opinion, however, that contrary to an unfortunate and 
widely circulated myth, only a quality voice can do justice to the many 
demands that song literature presents and that only a quality voice can 
reflect adequately the beauty, color, and emotional nuances of both 
music and text. A voice too far past its prime cannot meet these special 
demands. A quality voice, by our definition, is one of pleasing timbre, 
with a personal sound characteristic. 

As to the less beautiful, or time-worn, voice, let us in fairness deter¬ 
mine how the myth originated. Certainly the veteran of a successful op¬ 
eratic career has developed a high level of maturity, wisdom, vocal 
awareness, audience expertise, and musical knowledge. There is no ques¬ 
tion that he has advantages, but are these not the very same qualities that 
the younger singer needs to attain? And how better can he do it than in 
the one medium which calls for a high level of them all? 


The ''Entertainer" 

It is imperative to recognize that the song recital, however aesthetic 
and refined it may be, is meant to be enjoyed. The prime purpose of a re¬ 
cital cannot be educational, although its educational value is an inherent 
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factor. Every recital, indeed every group of songs, should have a scenar¬ 
io as interesting and absorbing as is possible to concoct artistically. 

A musician cannot be unaware of the horror with which some peo¬ 
ple regard the word '"entertainment"' when applied to a song recital. It 
immediately conjures up spectors of lowered standards, worthless musi¬ 
cal values, a lack of serious textual message, inferior poetry, ""show-biz" 
acting, lack of finesse, even crass vocal or musical tricks! We do not be¬ 
lieve that to entertain is contemptible. We believe that entertainment 
connotes excitement, as well as higher musical and vocal standards, bet¬ 
ter music, a challenging repertoire that includes twentieth-century com¬ 
positions, total communication through fine acting, an attractive physi¬ 
cal appearance, elegant execution, and subtle and discriminating taste in 
programming. 

The material requirements of a song recital are very simple—a 
singer, an accompanist, and a place of performance, but the skills re¬ 
quired of a song recitalist are myriad. Nevertheless, for intelligent singers 
recital singing is the most satisfying way to keep in touch with their craft: 
the rewards are numberless. 



Program Building 


THE TRADITIONAL RECITAL 
PROGRAM 


Before considering the so-called ''specialized'' type 
of recital, let us discuss the structure of a traditional American recital 
program. It might commence with music from seventeenth- and eigh¬ 
teenth-century Italian composers, or with music of the German Baroque, 
or possibly with works by English composers such as Purcell. During the 
first half of the program there would surely be German Lieder and per¬ 
haps some French romantic songs. The second half would certainly in¬ 
clude something more modern, possibly in a more unusual language, and 
the recital would probably finish with a group of songs in English, with 
an emphasis on American composers. You will observe that such an ar¬ 
rangement automatically provides a chronological order and the sine qua 
non of the nonspecialist's recital—variety within unity. In a sense, our 
traditional recital might be viewed as an "international excursion, a tour 
of national character and nature."^ 

Consider for a moment the psychological effect of such a program 
upon a popular audience, "popular" as opposed to more worldly, or 
more comprehending, listeners. Members of such an audience are divisi- 

1. We are indebted to Professor Jackson Hill of the Bucknell University music department 
for this description. 
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ble into several groups: (1) those who have been attracted by the pro¬ 
gram because the music is most important to them; (2) those who are 
supporters of the singer—fans, relatives, students; (3) those who are, at 
best, curious to hear and assess the singer s skills; (4) those who have 
been brought to the concert by someone else, perhaps even against their 
will; and (5) those who are basically inimical, with a ''show-me" state of 
mind. Regardless of the disparate attitudes of the audience members, all 
have this in common: during the first group none of them is ready to join 
in an emotionally gripping kind of music. It is simply too early. The au¬ 
dience is at this moment still separate, still individual, and still partially 
concerned with private thoughts and worries brought into the hall. Al¬ 
though music of any period will serve. Renaissance, Classical, and Ba¬ 
roque music are ideal for the opening moments of a traditional recital. 
During these moments the singer effaces personality to a high degree. He 
asks little more than attention from his audience, fully intending that his 
artistry elicit more than this later on. He presents his qualifications. His 
psychological calling-card states: this is what I look like; this is what my 
voice sounds like; this is how I sing; this is what kind of a musician I am. 
Minimal involvement is required from the audience during this first 
group. ^ 

As the program proceeds, the chronological order of musical styles 
ensures that the audience involve itself more willingly as the communica¬ 
tion between artist and audience becomes progressively more personal. 
Assuming that the artist does his or her job well, by the end of the pro¬ 
gram a rapport has been established that has literally broken down the 
natural barriers that were present at the beginning of the recital. The for¬ 
mality with which the recital so suitably began has been eroded by subtle 
degrees until, at the end, a relationship so familiar has been forged be¬ 
tween artist and audience that encores inevitably become informal 
moments between friends. A so-called traditional recital program, then, 
implying a basic historical order of styles, makes it simple to follow the 
psychological dictates of the recital as a social occasion. 

It has been fashionable lately, in an effort to assign blame for the 
lowered appeal of the song recital, to point an accusing finger at this tra¬ 
ditional type of program. But we must bear in mind that the traditional 
program, although seemingly stilted and old-fashioned, does offer cer- 


2. We believe that this issue is rendered superfluous by the following three comparisons. 
One natural law is provided by drama itself. Good dramaturgy dictates that the play, 
although it contains many risings and fallings of the emotional thermometer, seldom, if 
ever, begins with a soul-stirring climax. A second logical example is furnished by any so¬ 
cial gathering. During the first moments participants shake hands and voice remarks 
which are almost exclusively social formulas, such as, "How do you do?" "Isn't the 
weather grand?" The hostess's duty is to ease the transition from formality to informality 
by supplying a few details about each person's background, "Mr. X is in stocks and 
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tain advantages. The variety of styles, languages, and dramatic means 
ensured by the traditional format serves young singers especially well. (If 
one regards a sampling of debut programs, these musical and dramatic 
contrasts would also appear to be consistent with the demands of a 
young artist's debut concert; see Chapter 5.) Even if a gifted young singer 
were to be a crackajack musician, intellectually superior, and possessing 
the effortless vocal techniques of a natural singer, it is unlikely that he or 
she would be able to sustain a specialized program. The musically so¬ 
phisticated audience simply does not trust a specialized program in the 
hands of a youthful singer, whom they might even consider presump¬ 
tuous. Young singers properly spend their early years training their 
voices. They do not have the time, nor frequently the desire, to do the 
research required to build an advanced program. Indeed the traditional 
format appears to be disadvantageous only to the advanced singer be¬ 
cause of its relative lack of sophistication due to its predictability and the 
fact that it is, in consequence, sometimes judged to reflect badly upon the 
singer's artistic maturity. 

In refining the parameters of a true song recital we must accept at the 
outset that it is to be made up of song materials. An operatic aria is com¬ 
plete in the context of the opera scene for which it has been created. The 
story, the stage setting, the chorus, the orchestra, and other elements 
make the aria a thrilling experience in opera. These elements are missing 
on the concert platform. The tenor in tails who sings Pagliaccio's lament 
with piano accompaniment sets himself at an automatic disadvantage. 
With the tremendous wealth of great song material available, no song re¬ 
citalists need to subject themselves to any such disadvantage. Use of ear¬ 
ly or obscure opera arias, of course, is a different matter, the audience 
not being accustomed to the full panoply of its operatic performance. 

It is practical to bear in mind that what we call a traditional recital is 
only traditional in America, possibly also in England. A traditional recit¬ 
al in Germany consists primarily of Lieder, in France, of melodies. Cer¬ 
tainly an evening of German Lieder by an accomplished German singer 
may well be a beautiful experience, but such a recital should, in our opin¬ 
ion, be considered as a specialist's offering, and not as the one and only 
definition of a recital's proper content. Nor should nationalism limit a 
cosmopolitan viewpoint in programming. Specialization always will be 
welcome. Fine as it may be, however, the scope of the recital form is 
limited in the minds of the song-loving public when little or no other 
song literature is offered in contrast. 

bonds." But seldom, if ever, do you find people who have just been introduced discuss¬ 
ing the intimate and emotional details of their lives until they are much better ac¬ 
quainted. And third, why is it that the spot reserved for the "headliner" in a vaudeville 
show is next to closing? 
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THE SPECIALIZED PROGRAM 


Some possible departures from the traditional recital format are sug¬ 
gested below. 

1. A program of songs in one language 

as: all-English (American and British composers) 

or: all-Spanish (Spanish, Cuban, South American composers) 

2. A program of songs from one period 
as: all-Romantic 

or: all-Baroque 

3'. A program of songs from one country 
as: all composed by French composers 

4. A program from the compositions of a single composer 
as: Die schone Miillerin 

or: all individual compositions by Schubert 

5. A program of music by only two composers, or from only two 
periods, or in only two languages 

as: one half all Haydn, one half all Liszt for solo pianist and 
singer plus accompanist, each artist performing works by both 
composers 

or: first half Baroque, second half contemporary compositions, 
performed by singer plus accompanist only 

6. A program of song cycles 

7. A program given by two artists 
as: all duets 

or: part solos and part duets 
or: alternating solos by two artists^ 

8. A program in which the singer is joined by a chamber group 
as: partly singer as soloist, partly singer plus chamber group 

9. A program based on a special theme 

as: Cathy Berberian's program of fin de siecle music in a Victo¬ 
rian setting 

or: Evelyn Lear's program of her 'favorite' music 

3, For example. Wolfs Italienisches Liederbuch has been sung by a mezzo-soprano and a 
baritone alternating songs from two pianos, with two accompanists. 
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or: works by American composers who were influenced by 
French poets or musicians 

10. A program using the work of one poet set by various composers 
as: Shakespeare, Verlaine, Rilke, or Baudelaire 

11. A program of ethnic inspiration written by composers not of 
that background 

as: music derived from the Spanish style by non-Spanish com¬ 
posers such as Bizet, Chabrier, Castelnuovo-Tedesco, Mous- 
sorgsky, and numerous American composers 

It bears repeating that such programs require expertise. 


BUILDING VOCAL 
RECITAL PROGRAMS 


In Chapter 3, five different types of vocal recital programs from the 
above list are discussed in detail as to when and why the choices were 
made. These programs were constructed according to the tenets of the 
following outline, the authors' personal method for program building. 
As such it is not everyone's cup of tea. No doubt it will appear at first 
glance excessively simplistic. Our response must also be simplistic: it 
works well! As promised in the introduction, we offer it as the most prac¬ 
tical help we have to give. When elaboration upon any outline point is 
called for, it will be indicated by a boldface superscript and found at the 
end of this chapter in the form of explanatory notes. 


A Method Outline 


I. Deciding on the overall theme. 

A. The survey session. 

1. Allow time for an open-ended, far-ranging session!^ 

2. Consider the following factors in looking for the overall idea: 

a. The singer's previous programs in this locality.^ 

b. Any special interests of the audience.^ 

c. The skills of the artist.^ 

d. The present point of the singer's career.® 
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e. Any possibility for programming music of a topical or local interest/ 

f. Special musical or literary interests of either artist/ 

g. Any moral commitments to a specific type of music held by either 
artist.® 

h. The size of the hall.® 

3. Weigh the value of your choice as to whether its musical worthiness 
(apart from the critically important matter of its vocal suitability)^® 
equates to its enjoyment value. 

4. Pick and choose from the array of composers. 

a. Variety within unity is an absolute necessity! “ 

(1) Variety of styles. 

(2) Variety of historical periods. 

(3) Variety of language. 

(4) Variety within the oeuvre of one composer. 

(5) Variety between familiar and unfamiliar repertoire. 

(6) Variety of tempos and keys.^^ 

b. Articulate several possible plans for program order. 

(1) Remember that variety is still a prime requirement. 

(2) Some scheme for where climaxes should occur must be found. 

(3) Rough out a provisionary length for the program.^® 

B. Research. 

1. Delegate the research duties.^® 

a. Research the historical period for composers and their repertoire. 

b. Assemble the maximum available repertoire of songs from chosen 
composers. 

(1) From music already known to the two artists and their teachers. 

(2) From the library. 

(a) Reference books listing complete works of composers. 

(i) Groves Dictionary of Music and Musicians 

(ii) Dictionary of Contemporary Music (Vinton) 

(b) Actual music on library shelves. 

(c) Music and recordings available at branch libraries. 

(3) From publishers' lists and music store shelves. 

2. Several sessions will be necessary, in the studio and outside it. 

n. Exploration before decision. 

A. The screening meeting. 
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1. Be fair to the composer; have this meeting at a time when both artists are 
in good physical form and in high spirits. 

2. Leave an open-ended period of time for the meeting.^ 

3. Play though all assembled materials. Sight-read. Do not attempt finished 
performances. Listen and react from the heart rather than the head. 
Mark all pieces that appeal emotionally {not intellectually yet) to both 
artists within some twenty bars or less. Ruthlessly abandon the others. 

B. The meeting for final choices. 

1. With both artists prepared for a more analytical session, this meeting, 
also open-ended,^ must be devoted to an evaluation of the songs marked 
at the previous meeting. 

a. Confining yourselves to one composer at a time, play completely 
through each song.^® 

b. Make a comparative rating of each song's appeal, remarking the very 
best ones, judged on vocal or pianistic suitability. 

2. From all the newly marked, very best songs, evaluate them as to type.^° 

3. After deciding the optimum number of songs to be included in each 
group,narrow down the preferred songs list to the correct size, choos¬ 
ing cannily for maximum effect and variety, with special attention to 
tempos and keys, making certain that each song maintains the purpose of 
the group in the master design. 

4. Having followed this procedure for each group, reevaluate the juxtaposi¬ 
tion of the groups to each other. Readjust composers or groups as needed 
to build the climax successfully.^^' 

5. When various provisional group placements seem to offer just about 
equal advantages, consider the look of the program page, which also ex¬ 
erts an influence upon the audience. 


Explanatory Notes 


1. Now, not later, is the time to discuss all contributory elements of program construction. 
Don't take shortcuts at this meeting. Take time now to think thoroughly about your de¬ 
cisions, to use your imagination, and to mull over all possibilities. If you do not, at a 
later time all progress will inevitably be halted for reassessment of problems which 
should have been solved previously. 

2. Several questions concerning previous programs in the same locality ought to be raised. 
How many previous appearances were there and what kind of a program was presented 
each time? Ought the type of program be changed this time in the interests of variety? 
Were the previous programs well-received? Were there any criticisms? Were there any 
requests from the community related to programming, concert attire, etc.? 

3. Many examples of special audience interests come to mind. The audience members could 
be especially sympathetic to twentieth-century repertoire. They might be members of a 
society devoted to French culture. They might live in a town with a large ethnic popula- 
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tion, such as Czechoslovak. The concert subscribers might be a popular mass audience, 
an elite and highly sophisticated Lieder-loving group, or a university audience. Each 
type would dictate a slightly different response. 

4. The maturity and/or state of artistic development of both singer and accompanist must 
be assessed when contemplating the type of program. (Can or should a young mezzo 
sing Frauenliebe und -leben at the age of nineteen?) The chosen program must of course 
be well within the capabilities of both artists. If the singer is famous for a certain skill, 
then an example should be programmed lest the audience feel cheated. Perhaps the ad¬ 
vance publicity has led the community to expect a display of a certain repertoire. It 
would be wise not to disappoint them. (See Publicity Bio, Chapter 8.) Perhaps an impor¬ 
tant critic is scheduled to be present at the concert. The singer must have the wisdom to 
evaluate and display his or her (pre-tested and) assured skills. 

5. With reference to the chronological point of the singer's career, here are a few examples 
of some typical concerns. Is he breaking new ground with his recital performance? Was 
he formerly known for opera? Would he look inexperienced if he did a traditional recital 
program? Would she appear audacious or impertinent if her program were all Lieder? 
Did she recently finish doing a special Stravinsky program in New York City? Could 
she, or should she, capitalize on the attendant publicity by repeating it here in toto or in 
part? 

6. Consideration of topical or local interests might lead the singer to program Christmas 
music in December, American music on an American holiday, Charles Ives's composi¬ 
tions in July around his birthday, Mahler's music during the year of his centennial anni¬ 
versary, Philadelphia-born composers' works in Philadelphia, or music by Scandinavian 
composers in the state of Wisconsin. 

7. The following list is comprised of several not-so-imaginary scenarios describing 
background details that might well give birth to special and compelling musical or lit¬ 
erary interests on the part of the singer or accompanist. 

a. The accompanist has a passion for French music of all kinds acquired as a youth, 
because of his family's business and consequent travels in France. 

b. The singer has enjoyed a close relationship with Heitor Villa-Lobos in Brazil and 
New York, which has resulted in authoritative interpretations and a desire to program 
not-so-well-known works of this composer. 

c. The accompanist's conviction (acquired during her reading about the period) that 
the concert-going public would find a program of music about and from the Victorian 
era unusual and interesting persuades her to research and plan such a program. 

d. Undergraduate years of academic absorption with the writings of James Joyce 
leads to the desire to program some of the many musical works incorporating his poetry 
and prose. 

e. An unintentional but provocative exposure to the strange life and intriguing 
poems of Leon-Paul Fargue inspires the singer's wish to proselytize on behalf of his ge¬ 
nius by programming composers who set Fargue's poetry. 

8. Frequently, a mere musical interest becomes so compelling that it is transformed into a 
moral crusade, even dictating career directions. A determination to show the world that 
American music is every bit as good as European music, or that performances of New 
Music are crucial to our musical life, or that so-and-so, although unknown, is a fine 
composer destined for fame and deserving a hearing, or that the world, erroneously en¬ 
visaging Andalusian music as the prototypical "Spanish" music, must be instructed in 
the output from other regions of Spain—these are illustrations of musical rationales that 
can properly give direction to much programming done by those artists so galvanized to 
constructive action. 

9. Most conspicuous is the need to match repertoire with the size of the hall. Artists should 
consider whether songs usually requiring a closer proximity between audience and stage 
are suitable in a larger hall, and whether, having programmed such intimate songs, it 
will be necessary to sing with different dynamic levels than those with which this reper¬ 
toire is usually performed. Good acoustics in a very large hall such as New York's Carne¬ 
gie Hall, permit more flexibility than in large halls lacking in proper sound-carrying po¬ 
tential. Program building must be moderated accordingly. 
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10. The recital must be er\joyable. It is an entertainment, however lowbrow that word may 
appear to some. '"Worthy" as an adjective applied to music need not translate to "bor¬ 
ing"! As a matter of fact, there will indeed be a demise of the song recital form if newer 
audiences are not soon convinced that it is, or can be, intellectually, vocally, dramati¬ 
cally, and musically, entertaining. Not every single composition on the program must 
be the greatest piece ever written. If by so doing the enjoyment of the audience is 
heightened, matters other than musical worth may take the lead, even as Shakespeare 
took care to include in his tragedies characters who could provide comic relief. The au¬ 
dience will be grateful to discover that the recital not only enriches them culturally but 
is an enjoyable and entertaining experience. 

11. The dual criteria of an imaginative and successful recital are unity and variety. There is 
a constant interplay between the two. Like twins, they complement each other and bask 
in each other's reflection. Still, many pedantic persons wrongly persist in interpreting 
program variety as a lack of unity. "What is important [in a program] is contrast. Al¬ 
ways contrast."(Vladimir Horowitz)* Indeed, an artist whose skills are inspired and 
highly advanced might be able to sustain a musical evening in spite of some lack of pro¬ 
gramming variety. In short, the more a recital stays within a unified and limited scope, 
the more skilled a singer must be. 

For the average singer, however, such a procedure presents a real risk. When the 
group (or program) has automatic variety, it is prudent to search for unity. When the 
group (or program) has unity, then the concern must be for variety. One at the expense 
of the other equals boredom, and boredom is the ultimate crime, punishable by a grad¬ 
uating disinterest in song recital. A group of songs by two or more composers can be 
considered to have variety, but unless care is taken to provide a common focus of inter¬ 
est, it may well lack unity. A "traditional" program has both variety and unity built in. 
An entire group of Schubert songs has unity, but when badly chosen, may not have va¬ 
riety, The same may be said for a program unified by the exclusive use of, for instance, 
the poetry of Verlaine. 

12. Unless the singer is an expert and the program is meant to be a totally specialized one, 
he or she will find it expedient to employ a variety of styles (i.e., not all Impressionistic 
songs), a variety of historical periods (i.e., not all from the Baroque), a variety of lan¬ 
guages (i.e., not all in English), a variety within the oeuvre of one composer (i.e., not 
all frothy Schubert songs about brooks, unless under one opus number), or a variety 
between familiar and unfamiliar repertoire (i.e., not all "old favorites" by Schumann). 

13. Closely related to the subject of song programming is the matter of key colors and key 
relationships from song to song. 

On the issue of key color there are two philosophical camps among singers. The 
first theory discredits any consideration of key color as relatively unimportant, its fol¬ 
lowers believing that much of the subject lies within the realm of personal aesthetics. A 
concern for the vocally comfortable key and well-defined interpretation are considered 
more important for the executant, as well may be, A second thesis holds that each song 
composer, though he or she may differ considerably from other composers in his or her 
concepts of key color, has nevertheless conceived his or her songs in a special and par¬ 
ticular key at the original writing, whether or not this fact has been actually articu¬ 
lated.! Followers of this philosophy are uncompromising in retaining the original key. 
They choose their songs accordingly and transpose only if absolutely necessary. 

There are two parallel schools of thought in the matter of key relationships be¬ 
tween songs. Protagonists of the first recognize the obvious laws of key contrast (i.e., 
one should not sing four consecutive songs in C major), but they do not involve them¬ 
selves further in the issue. Vocal comfort and interpretation are their predominant con- 


* Helen Epstein, "The Grand Eccentric of the Concert Hall," The New York Times Mag¬ 
azine, Jan. 8,1978, p, 15. 

t Rimsky-Korsakov interpreted the major keys of C, D, A, F, and F-sharp as white, 
yellow, rosy, green, and grey-green, respectively, while Scriabin thought of the same 
keys as red, yellow, green, red, and bright blue. Willi Apel, ed.. Harvard Dictionary of 
Music (Cambridge: Belknap Press, 1959). 
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cerns. Supporters of the second school postulate that in arranging a group of songs for 
performance one should lay particular stress upon the psychological differences be¬ 
tween the keys of each song. They bolster their argument by pointing to the fact that 
composers have chosen unalterable sequences of keys for certain effects when writing 
cyclically. Supporters of this view say that key relationships may be remote or close. 
Close keys of a given tonality are a perfect fifth or fourth, a major or minor third or 
sixth, or a parallel key (e.g., C major and C minor). All other keys are remotely related 
(e.g., C major and F-sharp major). Theories like this reasonably assert that choice of 
keys by composers is not haphazard. Though the subject of key color is largely subjec¬ 
tive, key relationship—closeness or remoteness in particular—can act as a valuable 
guide in an arrangement of songs within a group. If a sharp or abrupt contrast is 
needed, moving to a remote key in the next song would prove advisable. If a smooth 
transition or linking quality, such as we find between certain cycle songs, is needed, 
close keys are in order. 

14. The traditional recital has a pre-set, more or less chronological order. Even as a church 
service bound by a strict liturgy need not rely upon the dramatic instincts of its minister 
or priest (as opposed to a service unfettered by liturgical order that leaves everything to 
be determined by the cleric), so does the traditional program possess a tried-and-true 
format. However, as does the nonliturgal church service, so does the nontraditional or 
specialized program have a definite possibility for failure, due to the total freedom af¬ 
forded the program builder. 

The order of an advanced program being absolutely open to discussion, the most 
efficient organizing factor is the construction of the program's climax. As a play builds, 
so must a recital build towards a climax. Where and how should the climax occur? 
Should there be one or two? Shall it be a climax by virtue of being the most exciting, or 
the must unusual, or the most difficult music? Shall it be placed before or after the inter¬ 
mission? All choices must make the best dramatic sense. The order of the group place¬ 
ment makes or breaks the climactic shape of the program itself. Similarly, each single 
song must support the intended design of the group. 

15. Generally speaking, it is far better that a recital be too short than too long. A good rule 
of thumb is thirty minutes of actual music in each half, allowing three minutes between 
groups, one-half to one minute between songs, and a fifteen-minute intermission. This 
will total one and one-half hours in the hall. However, if by keeping to the traditional 
time limit you deny logic to the overall idea for your recital or in any way harm its ef¬ 
fectiveness, then it is foolish to be so limited. Here is an example: In order to keep with¬ 
in the one hour limit it is not worth omitting the entire twentieth century from a pro¬ 
gram whose purpose is a chronological survey of music from a given country. On the 
other hand, the less experienced a singer is, the more care must be taken ribt to let it run 
on too long. 

The attention span of today's audience is unfortunately not what it was in the past. 
Assorted villains, such as television, share the blame. The modern audience is per¬ 
suaded to enjoy a recital when excessive length is not a characteristic. The artist will be 
truly gratified to hear after the concert: "I could have listened for another hour!" 

16. The amount of research to be done depends upon how well both artists know the 
repertoire. Suppose that the concert is to take place in Racine, Wisconsin, and that the 
community has asked to hear some Danish compositions, a field in which neither artist 
is knowledgeable. In such a case, painstaking research is more of a necessity. 

17. Why is it so important to react nonintellectually at this point? To begin with, you have 
already judged the composer's musical worthiness previously. Now is the time to judge 
its personal appeal to you. Since you have so much repertoire from which to choose, 
why perform songs you do not like? Do not allow anyone or anything to persuade you 
to program a song because you feel you must. The reason is purely selfish—you will 
never perform really well a song you do not like. And why add this extra burden to 
your performance concerns? Later on in the program-building procedure you will once 
again judge intellectually, this time as to whether a song is musically, dramatically, and 
vocally effective within the group. 

18. To be sure, one hopes that the talented and industrious recitalist will perform many 
recitals. The fortuitous discovery of good song repertoire, even if impractical for one 
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specific recital, should be noted in the memory, or better, recorded by the artist on a 
special list kept for future use. In assembling songs for the recital at hand, be aware of 
other compositions you come across that may be appropriate for future performances. 

19. Some points about the song's vocal suitability you may wish to consider are: whether 
the tessitura and the range are right for you; whether there are any lengthy phrases or 
dynamic requirements beyond your present control; whether it is better for a male or 
female voice; whether the pianistic requirements are easily met by the accompanist; and 
whether the ensemble demands are within your capabilities as a team. 

20. Song types include: 

a. The narrative song, which tells a story 

b. The lyric song, which deals with emotions, atmosphere, sometimes personal re¬ 
sponses (revery, contemplation) to aspects of nature 

c. The character song, which delineates through the text one or more of the follow¬ 
ing characteristics of the protagonist: gender, name, personality traits, physical attri¬ 
butes 

d. The fun song, which is concerned with humor, frivolity, or nonsense 

e. The pyrotechnic song, which primarily reveals the vocal skills of the singer and 
which may be, but is not necessarily, of musical worth. 

Evaluation of the various types of songs is helpful; perhaps you would not wish to pro¬ 
gram three passionate love songs or three funny songs by the same composer. 

21. In most cases it is advisable to form a group of songs from the oeuvre of one composer 
only. In this way the audience is allowed to settle into the genre of that composer and 
feel some fuller experience with his or her representative work. Occasionally, however, 
a composite group has value, provided the idea is not used too often. Countries produc¬ 
ing prolific songwriters have all given birth to both major and minor composers. If we 
dismiss as minor all songs by Reynaldo Hahn, we deprive ourselves forever of "Le Ros- 
signol des Lilas." If we dismiss all the songs of Georges Bizet, we deprive ourselves for¬ 
ever of "Chanson d'Avril." If we ignore all the songs of Ildebrando Pizzetti, we deprive 
ourselves of "I Pastori," one of the great art songs of the twentieth century. It seems 
criminal to disdain minor composers who may have produced one or two real "jewels." 
Their combined output of songs, frequently very beautiful, furnishes a vast repository 
for programming. Combining a group of songs written by such composers is a perfect 
method for serving the public a tasty vocal antipasto. 

22. All other things being equal, a tie-breaker in the decision-making process can be the 
actual look of the program. When the program appears to be long, unremitting, and 
therefore taxing or boring, the audience might well believe that it is going to tax or bore 
them. The following two diagrams point up the psychological effect communicated by 
a program's appearance. 



Program I strongly conveys at first glance the idea of a lengthy, wearying list, however 
interesting the groups may prove during performance. 

Were the diagrams filled out with the missing information, the effect would be sub¬ 
stantially the same. Program I lacks visual appeal, which may dampen audience en¬ 
thusiasm at the outset. Under these conditions, you cannot feel confident of their atten¬ 
tion; you must, rather, struggle to gain it. The layout of Program II, on the other hand, 
attracts their eye and piques their interest. 


34 


The Art of the Song Recital 



You have gone to great lengths to construct a program which embodies the max¬ 
imum musical quality and dramatic contrast. The printed program is your calling card. 
Even before the audience sees you, it sees your program. Why put yourself at a disad¬ 
vantage when you could so easily seize this opportunity to whet their interest by mak¬ 
ing your musically attractive program visibly interesting. You have nothing to lose and 
everything to gain! 


GUIDELINES FOR PRACTICE 


1. Put together a program for voice{s) and two pianos. As a headstart 
we have provided you with eight composers who have written for this 
combination: 


Ned Rorem Dieter Schonbach 

Charles Ives Frederick Jacobi 

Aldo dementi Rene Leibowitz 

Donald Lybbert Giancarlo Malipiero 

2. Arrange the plan of a program for a baritone voice with this 
theme: "'One Entire Day from Sunrise to Sunset/' Then do the same for 
your own voice. 

3. Devise a program that will include two elements of visual in¬ 
terest. 

4. Formulate a program for contralto with the theme of Easter. Then 
do the same for your own voice. 

5. Plan a program of sonnets for a tenor voice. You will find defini¬ 
tions and descriptions for all types of sonnets in Webster's New Interna¬ 
tional Dictionary. Here are the names of eight composers who have writ¬ 
ten songs to sonnets: 


Mario Castelnuovo-Tedesco Douglas Moore 

Benjamin Britten Miriam Gideon 

Paul Hindemith Ildebrando Pizzetti 

Henri Sauguet Ludmilla Ulehla 

Now do the same for your own voice category. 

6. Put together a program of folk music for a young bass-baritone. 
Then do the same for your voice. 

7. Construct a program for voice with piano and voice with instru¬ 
ments on the theme of spring. 

8. Block out a joint program of all-Italian music for two voices with 
instruments. 

9. To illustrate the point that no musical combination is too unlikely 
or bizarre not to have been adopted by inventive composers, put to- 
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gether a program for soprano with one (or two) bass viols. It can be 
done. 

10. Build a program of Baroque music for two sopranos with and 
without accompanying instruments in addition to keyboard. 

11. Devise a program using works by women composers, including 
at least one work for voice and instrument(s). You may draw from the 
list of contemporary composers in Chapter 11 (Programming). Here is a 
list of women composers from other eras: 


Marion Bauer 
Mrs. H. H. A. Beach 
Antonia Bembo 
Carrie Jacobs Bond 
Lili Boulanger 
Francesca Caccini 
Cecile Chaminade 
Fanny Dillon 
Clara Edwards 
Elisabeth de la Guerre 


Augusta Holmes 
Alma Mahler 
Fanny Mendelssohn 
Merle Montgomery 
Maria Teresa von Paradis 
Irene Poldowski 
Margaret Ruthven 
Mary Turner Salter 
Clara Schumann 
Barbara Strozzi 



Construaing 

G Somple 
Programs 


This chapter is based on five representative pro¬ 
grams performed by the authors in various cities and countries. To con¬ 
form to the practical guidelines set forth in the introduction, the discus¬ 
sion of each program is presented as briefly as possible, in a ' notes-only" 
style. These notes accord strictly with the order of the master-outline in 
Chapter 2. Follow closely the letters and numbers of the outline that give 
the decisions and choices made for each program discussed. The final de¬ 
cisions made at important stages of the process are highlighted for em¬ 
phasis. If any of the decisions seem unclear, you may wish to review the 
explanatory notes following the master outline in Chapter 2 (gray pages). 


How the Spanish Program Was Constructed 

I. Deciding on the overall theme. 

A. The survey session. 

2. a. This was to be a first appearance in this Spanish-speaking country. 

b. Hispanic composers, Hispanic poets, also local poets and composers. 

c. No limitations—repertoire and language present no problem. 

d. This judged to be ideal time to take advantage of both local preference 
for Spanish music and the previously assembled Spanish repertoire of 
both artists. 

e. Must make special effort to search out local contemporary composers 
in order to cement good relations; also very interesting for both artists 
to find new works. 
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AN ALL-SPANISH PROGRAM 


1. Songs from the Middle Ages and the Renaissance 

Mariam Matrem Anonymous 

Ay trista vida corporal Anonymous 

Fuse mis amores Anonymous 

Arde, corazon, arde Luis de Narvaez 

Pase el agua, Julieta Anonymous 

voice and string quintet 


11. Arias from Tonadillas Escenicas 

Confiado JiIguerilIo(anon.) Antonio Literes(arr. Nm) 

(Ac/s y Galatea) 

Alma sintamos (anon.) Pablo Esteve (arr. Nin) 

{El luto de Garrido por la muerte de la Caramba] 

El jilguerito con pico de oro Bias de Laserna (arr. Nm) 

(anon.) (Los Amantes Chasqueados) 


111 . 


IV. 


Zarzuela Arias 

Seguidillas del oficial cortejante (anon) Ventura Galvan 
{Vagamundos y ciegos fingidos) 

Cancion de cuna Anonymous 

{El Gurrumino) 

Cancion contra las madamitas Antonio Rosales 

gorgoriteadoras (anon.) {El Recitado) 

voice and string quintet, two flutes 
INTERMISSION 

Trois Melodies (Gautier) Manuel de Falla 

Les Colombes 
Chinoiserie 
Seguidille 

Psyche Manuel de Falla 

voice and violin, viola, flute, cello, harp 


V. Andalusian Songs 

Rima (Becquer) Joaquin Turina 

Cantares (Campoamor) 

Las Locas por Amor (Campoamor) 


VI. The Twentieth Century 
Neu 

De Ronda 

Una palomita blanca 
La Presumida 
Canto negro 


Frederic Mompou 
joaqum Rodrigo 
Joaquin Rodrigo 
Amadeo Vives 
Xavier Montsalvatge 
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f. The singer for the entire previous year has been pursuing a reading 
program on the history of Spanish music, having been made aware of 
the attractions of this music by one of her associates; she has during 
this time assembled a large Spanish language repertoire. 

g. As a result of the above reading, the singer feels a crusading desire to 
demonstrate the breadth of Spanish music styles from periods previ¬ 
ous to the well-known composers such as Falla and Obradors. 

h. Large stage and small auditorium. 

Both artists are stimulated by the idea of doing an entire program of His¬ 
panic music. Decision is made to do a comprehensive program of Span¬ 
ish music, all factors clearly supporting this decision. 

3. From a historical point of view, there can be no question as to the 
worthiness; from a musical point of view, judgments must be made to 
keep musical level at a high caliber. Because of the colorful and earthy 
quality of much Spanish music, the enjoyment value is built in. 

Since no obstacles suggest themselves, the choice of an all-Spanish pro¬ 
gram remains intact. 

4. a. Because modern Spanish music is based on dance rhythms, urban 

street music, strong gypsy cante hondo materials, recognizable fla¬ 
menco themes, it is rather exotic-sounding to American ears; by same 
token Hispanic music from modern period tends to sound ''typically 
Spanish" to us, whereas we easily recognize music with sound of An¬ 
dalusian region only; therefore, search for variety is central to desire 
to display all kinds of Spanish music; unity guaranteed in theme idea. 

(1) It should be simple to find variety of styles, given the historical 
scope of the program, but styles other than the familiar Andalu¬ 
sian regional one must be sought. 

Search will center upon finding examples of medieval pilgrim's songs, 
cantares de gesta, various types of secular villancicos from the Renais¬ 
sance, arias from early mythical-legendary zarzuelas as well as popular 
zarzuelas, songs from tonadillas escenicas, arias from the modern zar¬ 
zuela, examples of Italianate writing by Spanish-born composers, dis¬ 
placed Spanish composers, and Hispanic composers from Cuba, Mexico, 
South and Central America. 

(2) The goal is to try to find music from as many periods as possible, 
especially earlier than modern era. 

Composers from medieval and Renaissance periods who might be pro¬ 
ductive are Del Encina, Escobar, de Bibera, de la Torre, Vasquez, Mil^, 
Valderrabano, Fuenllana, Hidalgo; from the seventeenth and eighteenth 
centuries. Bias de Castro, Navarro, Marin, Duron, Literes, Esteve, Guer- 
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rero, Galvan, Bias de Laserna, Rosales; from the modern period, usual 
names would be Barbieri, Vives, Valverde, Martin y Soler, Breton, 
Chapi, Albeniz, Pahissa, Mompou, Espla, Halffter (Rodolfo and Er¬ 
nesto), Rodrigo, Chavez, Montsalvatge, Surinach, Toldra, Cristobal 
Halffter. 


(3) Nature of program necessitates using only music by Hispanic com¬ 
posers, whether living in Spain or elsewhere. 

Decision is made to limit works to those by Hispanic composers but to 
hope to find works by Spanish composers written in other languages— 
most likely in French. 

(4) Plan is to make a large effort in this category—most especially Fal¬ 
la, Rodrigo, Obradors, Turina. 

(5) Relatively few Spanish songs are actually familiar to general audi¬ 
ences, but Andalusian style presents a sense of familiarity; there¬ 
fore artists plan to program an entire group of songs with strong 
Andalusian flavor. 

(6) Many groups in this program will necessitate care with keys and 
tempos. 

b. Very clear that the order must be chronological so as to best serve the 

idea. 

(2) Program's climax is indigenous to the historical/chronological 
order of the program: that is, it will come at the very end of the 
program, preceded by slow build-up. 

(3) Program may be longer than average; acceptable within reason in 
view of need for survey. 

B. Research. 

1. a. Vast research for composers has already been made by singer. 

b. (1) Singer and accompanist have in personal libraries much repertoire 
from modern Spanish period, sufficient from which to choose one 
group. 

Turina, Obradors, Falla, Granados, Rodrigo, Monsalvatge already in 
artists' libraries; early music from previously mentioned associate avail¬ 
able also, including Narvaez, Encina, Vasquez, de la Torre. 

(2) Found considerable amount at the library. 

The fine Nm arrangements of early zarzuela arias, Bal y Gay and Jose Su- 
bira's editions of tonadilla arias, songs by Mompou, Vives, Rodrigo; and 
by Falla: a set of songs written in French and "Psyche," also written in 
French. 
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(3) Some early music was ordered from Barcelona; other early ma¬ 
terials photostated from music owned by associate; still other early 
pieces discovered on records by Victoria de los Angeles and 
tracked down from publishers; Cuban and South American music 
found on shelves. 

11. Exploration. 

A. Since all Spanish music previous to the modern period was more or less 
unknown, much time was spent playing through and listening to earlier 
repertoire with a special effort toward finding works other than those in 
the familiar Andalusian style. 

B. From the early historical periods, artists try to find the best examples of 
medieval and Renaissance compositions that ought to include samples of 
Mozarabic influence and some secular villancicos of different types. 
From later periods, the search is for the best and most varied examples of 
representaciones, vocal pieces, arias from all kinds of zarzuelas and 
tonadillas escenicas, also representative pieces showing the efforts of 
Spanish composers to write Italian opera. Both artists want to use 
'Tsyche" if at all possible because it uses the French language and instru¬ 
ments other than the piano. Also, they search for the most effective ex¬ 
amples of Andalusian music with flamenco, gypsy, and dance elements, 
having decided to include a short group of these. From contemporary pe¬ 
riod, artists are searching for Hispanic composers inside and outside of 
Spain. 

3. Group 1: At the outset, decision is to place the songs in strict chrono¬ 
logical order, to the degree that it is possible. ''Mariam Matrem" is the 
earliest song for which music is available. Therefore it must be included. 
"Ay Trista Vida" is very famous and deserves to be included; also it of¬ 
fers possibility for unaccompanied chant with melismatic passages. Be¬ 
ing limited at this time (in terms of what is printed and what photostated 
copies of music are in their possession) to Renaissance villancicos, the 
last three songs are chosen for variety. A large group of five songs are 
chosen in order to try to cover both the medieval and Renaissance eras. 
Keys and tempos as well as content are taken into consideration when 
looking for most variety. "Fuse mis amores" is fast and humorous and is 
an example of a villancico picaresco. "Arde, corazon" is slow, short, 
very romantic, and a fine example of one setting of many of same poetry 
(called a "diferencias"). "Pase el agua" is a typical Renaissance dance- 
form with which to end the group. Unity, although threatened by use of 
two eras in one group, is good due to title of group and careful chro¬ 
nology. 

Special research has to be done in order to learn proper pronunciation of 
the Portuguese-Galician and Catalan languages in which the songs were 
written and/or pronounced. Artists would like to use old instruments 
but they are not available. Consequently, since "Psyche" requires 
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strings, flute and harp, it is decided to arrange the songs of Groups 1 and 
3 for a combination of these instruments. 

Group 2: Three of the best and most varied arias (in terms of content, 
tempo and keys) from the Spanish Baroque lyric-drama forms are chosen 
from Nin's set of arrangements. The group is held to three, since Group 1 
is so long. '"Alma sintamos,"' being the only slow and intense aria, natu¬ 
rally falls into the center slot, keys coming out well rather by accident. 
Unity is in the title. 

Group 3: From an edition of tonadilla arias three of the best are chosen, 
with due regard to variety of keys and tempos. The lullaby is placed be¬ 
tween the two more colorful pieces. Since the instruments are available, 
they are used here also. Unity is in the title. 

Group 4: 'Tsyche" is not long enough to stand alone. Since the lan¬ 
guage is French and Falla's excellent three French songs are unknown to 
the general public, it is decided to program them as one group. It is fitting 
that Falla, being the most famous and the most brilliant composer com¬ 
ing from Spain, have a group to himself. Originally, we had in mind to 
add Falla's "Soneto a Cordoba," a taxing piece for soprano and harp. 
However, considering the fact that the following group was also vocally 
taxing and that the concentration span of the audience at this point 
would be automatically lower, it was decided to finish the group with 
"Psyche." 

Group 5: This slot was deemed a good place for the typical Andalusian 
group, which, all being very colorful, made a good contrast with Group 
4. Wishing to end with the fastest one, the artists placed "Las Locas por 
Amor" at the end. The grand passion and rhapsodic quality of "Rima" is 
a little too similar to "Las Locas por Amor." Therefore, the extended 
melisma and fioratura—another typical feature of Andalusian music— 
of "Cantares" is best in the center position. Unity is afforded by one com¬ 
poser and one region of Spain. 

Group 6: Two reasons prompt the use of five songs, a longish group: 
three of the songs are very short indeed; artists wish to display the work 
of as many composers as possible. They feel that unity is provided by the 
use of the title. Wishing to start final group with an extended effect of 
quiet and gentleness as contrast to the preceding Andalusian group, "De 
Ronda," "Una Palomita Blanca" and "Neu" should be placed near begin¬ 
ning. "De Ronda" being quiet and childlike, "Palomita" quiet and gently 
sad, "Neu" quiet and tragic, they choose to use the most intensely quiet 
song, "Neu," to open the group. "De Ronda" then provides a relief from 
the tragedy of "Neu" before returning to sadness again in "Palomita." 
"Canto Negro" with its Cuban rhythms provides the most scintillating 
and brilliant quality, which will end the group strongly. Therefore, "La 
Presumida," a character song of great charm, is placed before "Canto 
Negro." 

4. Confined somewhat by the decision to follow chronological order, 
Group 1 must be medieval and Renaissance; Part II is clearly defined. 
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and the only decision concerns Groups 2 and 3. Since either can be first, 
variety is served by placing the piano/voice group between the two in- 
strumentally accompanied groups. 

5. Titles provide enough visual interest to mitigate the onus of a rather 
thick program. 


Responses and Results: Did It Work? 

This program was altogether a delight to the audience. They enjoyed 
the colorful, though unfamiliar, material, the new forms, the variety of 
instruments, the many regional and historical styles, and the familiar, 
highly charged Andalusian songs. The program notes were accepted with 
lively interest by the audience and were actually read, in spite of their 
daring length. 

The artists felt at the conclusion that the concert had been too long, 
but audience members did not concur. They did feel that the time re¬ 
quired for changing chairs, stands, and personnel for the various groups 
had been excessive, but that the organization of the program was good 
enough to withstand this drawback. 

The gown was designed to suggest a classic Spanish look without be¬ 
ing a travesty of a Spanish costume. Over a slender, red crepe, sleeveless 
sheath floated black lace, short and close to the body in frpnt, cape-like 
and voluminous behind. Thus the colors were '"Spanish" while the style 
was not. A black lace fan was used, sparingly, during the group of tona- 
dilla arias only. 


How the Romantic Program Was Constructed 


I. Deciding on the overall theme. 

A. The survey session. 

2. a. This program is to be the first recital in new locality. 

b. Local audience surfeited with twentieth-century and pre-Bach music. 

c. No limitations; furthermore, special talents for Romantic repertoire. 

d. At present point in singer s career it seems inadvisable to do a tradi¬ 
tional program in this locality where repertoire strengths should be 
shown. 

e. No possibility for programming music of topical or local interest. 

f. Accompanist has deep interest in Romantic era. 

g. Accompanist feels moral commitment because he believes Romantic 
era unfairly neglected, especially in this locality. 
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AN EVENING OF ROMANTIC SONG 

1. Five Songs for Voice and Guitar Carl Maria von Weber 

Maienblumlein (Eckschlager) 

Heimlicher liebe Pein (Volkslied) 

Lass mich schlummern (Kotzebue) 

Die Zeit (Stoll) 

Mein Schatzerl ist hubsch (Volkslied) 


11. 

Meine Rose(Lenau) 

Robert Schumann 


Singet nicht in Trauertonen (Goethe) 

Robert Schumann 


Melancholie(traditional Spanish, 
trans. Geibel) 

Robert Schumann 


Schneeglockchen (anon.) 

Robert Schumann 


Alte Laute (Kerner) 

Robert Schumann 

ill. 

Chanson d'Avril (Bouilhet) 

Georges Bizet 


Absence (Gautier) 

Georges Bizet 


Prends garde! (Barbier) 

Charles Gounod 


Bolero (Barbier) 

INTERMISSION 

Charles Gounod 

IV. 

Stornello 

Giuseppe Verdi 


Brindisi 

Giuseppe Verdi 


Lo Spazzacamin 

Giuseppe Verdi 

V. 

Ciganske Melodie Opus 55 (Heyduk) 

Ma Piseh Zas 

Antonin Dvorak 


Kterak Trojhranec Muj Prerozkosne Zvonf 

A Les Je Tichy Kolem Kol 

Kdyz Mne Stara Matka 

Struna Naladena 

Siroke Rukavy A Siroke Gate 

Detje Klee Jestrabu 
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h. Available recital hall is perfect size for an essentially intimate program. 

Choice is made to construct an all-Romantic program. In this case, ac¬ 
companist's personal interest is the catalyst for the decision. 

3. Artists believe Romantic music to be worthy; they wish, in a sense, to 
crusade for its worthiness. Romantic music represents a welcome change 
to this audience, hence it will give them enjoyment. 

Choice of an all-Romantic music program remains, since its musical 
worthiness does equate to its enjoyment value. 

4. a. A primary problem surfaces; all music is from one era—the Romantic 

era; variety will be a problem, but unity is guaranteed in choice of 
theme. 

(1) In order to preserve variety, composers must be chosen from 
countries other than Germany. 

Italy: will be difficult to find composers of Italian songs of Romantic era; 
Verdi virtually alone. 

France: Faure, Chausson, Duparc, Bizet, Massenet, Gounod are possi¬ 
bilities; decision is made to choose from neglected rather than well- 
known—Bizet and Gounod. 

Germany: possibilities are Wolf, Brahms, Mendelssohn, Schumann, 
Mahler, Strauss; Schubert is discarded for vocal reasons; Mendelssohn 
and Wolf are discarded because they have been done recently; Schumann 
emerges as choice because vocally suitable, beloved by both artists. 

(2) Impossible to have variety of periods. 

(3) Taken care of by (1). 

(4) This considered at II-B-3, 

(5) Restriction to Romantic music only facilitates finding familiar mu¬ 
sic and necessitates searching out unfamiliar. 

(6) Certain transpositions work favorably for key relationships when 
decided upon at II-B-3. 

Bizet and Gounod basically unfamiliar; Schumann offers both. Verdi is 
unfamiliar as song composer. What is needed are songs in a nonstandard 
language. Dvorak's Gypsy Songs come as an inspiration. Further benefit 
is one very familiar song within the cycle: Songs My Mother Taught Me. 

b. (1) Yes, should be more or less chronological. 

Since program will be all-Romantic music, group one must demand less 
involvement from audience than most Romantic music; therefore earlier 
music is better. Weber is earliest. 
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(2) Scheme is fait accompli after Group 1 and the Dvorak is found. 

(3) Smaller Verdi group provides balance in full program as well as 
second half. 

B. Research. 

1. a. Taken care of by knowledge of both artists. 

b. Volumes of music from all composers except von Weber are avail¬ 
able. 

(1) Bizet, Verdi, Dvorak already in personal libraries. 

(2) Much Gounod is found in library. 

(a) Found in Grove's Dictionary that Weber had written simple 
songs for voice and guitar. 

(b) Weber guitar songs not on library shelves. 

Musical value of songs is trusted in advance. Also, use of an instrument 
enhances its value as perfect solution to Group 1. (Six-month search for 
these guitar songs—at the time unpublished—led to Europe, research li¬ 
braries, second-hand music stores, and friends. 

(3) Much Gounod is found in music stores. 

11. Exploration. 

A. Screening. 

B. Final choices. 

3. Group 1: Solution to group order is one in which maximum variety is 
achieved within boundaries limited by nature of music: all more or less 
light and delicate songs. 

Group 2: Since Schumann is the quintessential Romantic composer, 
artists wish to inject an element of variety into his group by ending it 
with an archetypal Romantic song that should, however, be uncharacter¬ 
istically soft and sentimental rather than the usual loud and rhapsodic 
ending. Therefore '"Alte Laute'' must be placed last. Since both "Meine 
Rose"' and '"Melancholie" are intense, they must be separated by "'Singet 
nicht" (needed for variety earlier in the group) and '"Schneeglockchen" 
(as remaining song falls into slot 4). 

Group 3: Artists revel in the fact that the original choices from the Bizet 
and Gounod repertoires netted two Bizet songs that are unusually calm 
and lyric, and two Gounod songs that are atypically exotic and rhyth¬ 
mically exciting. Thus the group perforce ends with Gounod. Unity 
achieved in fact of two major composers. 

Group 4: Having recognized that all the Verdi songs chosen are charac¬ 
ter songs, the artists decide upon a simple musical order: position 1—ex- 
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citing; position 2—charming; position 3—robust. Unity is assured by 
facts of one composer and three light character songs. 

Group 5: Order is preset by song cycle form. 

4. Seems unquestionable that Weber is still the only proper choice for 
Group 1. Appears equally obvious that only Dvorak or Verdi can oc¬ 
cupy Group 5 slot. Possibility of Verdi filling slot 3 briefly discussed; 
conclusion: because of the frivolous and salon-like quality of these 
songs, they are not sufficiently serious in quality to end the first half, or, 
for that matter, the entire program. Therefore, the totally romantic 
mood of the Dvorak cycle should end the program. Furthermore, the 
slightly superficial and gay flavor of the Verdi songs act as a divertisse¬ 
ment at the beginning of Part II where needed. Remaining problem: what 
should follow Weber? In as much as the Schumann group is deliberately 
arranged with a decrescendo of emotional means, it is deemed best to 
place it second, thereby highlighting the exotic and bright color of the 
French group as the best ending for Part I. 

5. Although at no time was a change contemplated from the above ar¬ 
rangement, the eye interest afforded the appearance of the program by 
the indentations of the guitar group and the cycle are very pleasing. 


Responses and Results: Did It Work? 

In general, all the carefully structured contrasts (serene Weber to 
sensitive, evocative Schumann, to brilliant French, to piquant Verdi, to 
lush and exotic Dvorak) worked very well. The audience was delighted 
by the gentle, lovely Weber songs because of the unexpected ensemble 
quality given by the sound of the guitar and the German language in 
these unfamiliar compositions. Verdi, too, was unknown to them as a 
song composer, and they enjoyed the light quality, but strong personal!- 
ty of these character songs. The reverse climax scheme of the Schumann 
group was very successful. The 'In-joke" embodied in the Bizet-Gounod 
group was appreciated by musicians and sophisticates, and the songs 
were enjoyed by others simply for their beauty. 

As to the artists' most compelling reason for programming an entire 
recital of Romantic music, for the most part the community's elite musi¬ 
cians stayed away, seemingly repelled rather than attracted by such liter¬ 
ature. Those who did come, however, liked it, and a large crowd of non¬ 
professionals did attend, presumably drawn at least partially by the pro¬ 
gram. Their response, which was overwhelmingly favorable, served to 
underline one fact. For a long time the profession had regarded per¬ 
formers who dared to specialize in unfairly neglected Romantic music as 
vaguely disreputable, whereas those who delved deeply into the works of 
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Gesualdo or Luzzascho Luzzaschi were given enthusiastic and unstinting 
respect by professional musicians. 

Perhaps a year after this decidedly out-of-step program was done for 
the first time, references to Romanticism as "'fashionable" began to be 
seen in publications such as the Sunday edition of the New York Times. 
The artists felt supported in their beliefs as to the neglected state of 
Romantic compositions. Raymond Lewenthal, together with several col¬ 
leagues, held a "Romantic Revival." Their common conviction was that 
Romantic performance practices were condemned as wild exaggerations 
without being fully understood. These feelings were bolstered by several 
media pieces written in the same vein, which pointed out that there were 
beginning to be vague stirrings in the direction of removing this onus by 
clarifying some of the legendary romanticisms. Some change of attitude 
has indeed come to pass, culminating in a most welcome new musicologi- 
cal journal, Nineteenth-Century Music, published by the University of 
California Press at Berkeley, which addresses itself to nineteenth-century 
performance practice. 

Great efforts were made to adopt some cosmetic effects that could 
dress up the "Romantic Music" idea as much as possible within the 
bounds of taste. The advertising poster incorporated a period silhouette 
of a singer and pianist at the piano. The singer's recital gown was unu¬ 
sually elaborate, with a slight bustle effect, a small but wide train, and 
fur and gold embroidery on sleeves and train—very Romantic. Hair was 
done in a period style with ringlets on the side; an ornament was added. 
The accompanist was attired in a tailcoat worn with a ruffled period 
shirt. The hall was, although intimate, not too small for this picture to be 
effective. 


How the French Program Was Constructed 


I. Deciding on the overall theme. 

A. The survey session. 

2. a. Singer has never sung here before, but in this locality many inno¬ 
vative programs of predominantly French music have been presented, 
since the organization has a deep interest in French culture. 

b. This audience, being thoroughly cultivated, could hardly fail to 
appreciate an all-French program. 

c. Not only has neither artist any limitations in this repertory, but both 
feel very strong disposition toward the French repertoire and possess 
a real proficiency in it; singer's language skills are sufficiently ad¬ 
vanced for such a specialized audience and program. 
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AN EVENING OF FRENCH MELODY 

I. Melodrame, Recitatatif and Air d1na Etienne Mehul 

(from Ariodant] 

II. Tristesse(Gautier) Gabriel Faure 

C'est Fextase (Verlaine) 

L'absent (Hugo) 

Arpege (Samain) 

III. Le Papillon et la Fleur Gabriel Faure 

Automne(Silvestre) 

Mandoline (Verlaine) 

Notre Amour (Silvestre) 

INTERMISSION 

IV. Chansons Madecasses Maurice Ravel 

(trad. Madegascan, trans. Parny) 

Nahandove 

Aoua! 

II est doux de se coucher 

voice, flute, cello, piano 

V. Le Chapelier (Chalupt) Erik Satie 

Trois Chansons (Morax) Arthur Honegger 

Chanson des Sirenes 
Berceuse de la Sirene 
Chanson de la Poire 

II etait une petite pie (Hirtz) Georges Auric 

Les paquerettes (Hirtz) 

La poule noire (Hirtz) 

Les petits anes (Hirtz) 

VI. La Dame de Monte Carlo (Cocteau) Francis Poulenc 
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d. Both artists feel an equal interest in French repertory and consider the 
challenge to construct an innovative French program to be timely. 

e. Not a propos to program topically or locally. 

f. Accompanist has had life-time ambition to do all-French recital 
because of love of the language and repertoire. 

g. No moral commitments at this time. 

h. Hall is relatively small, excellent for such a program. 

Since there are no valid objections, the choice of an all-French program 
seems logical. 

3. There can be no doubt as to either the worthiness or the enjoyment ratio 
of this major repertoire. 

4, a. Unity is provided in overall theme. 

(1) French music offers a wealth of styles. 

It becomes obvious that examples of Renaissance, Rococo, and Baroque 
styles will be simple to find, as well as Romantic, impressionistic, and 
modern. The problem will likely lie between Rococo and Romantic eras. 


Medieval and Renaissance: 

Machaut, Couperin 

Baroque: 

Lully, Campra, 
Monsigny 

Rococo: 

Gluck, Mehul 

Romantic: 

Faure, Bizet, 
Massenet, Roussel, 
Duparc, Saint-Saens 

Impressionistic: 

Debussy, Ravel 

Twentieth century: 

Satie, Honegger, 
Poulenc, Auric, 
Messiaen, Sauguet, 
Ibert, Milhaud, 
Fran^aix, Boulez 


(2) Taken care of by (1). 

(3) Impossible to vary languages. 

(4) This problem solved at II-B-3. 

(5) Such a wealth of material negates the problem of familiar and 
unfamiliar repertoire. 

(6) Faure seen as only difficulty. At II-B-3 will seek as much variety 
as possible. 

A major effort must be made to search out works by composers other 
than the familiar Debussy, Ravel, Faure, Duparc, Poulenc, for example. 
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b. (1) No problem with variety when using chronological order. 

(2) It is believed at this time that chronological order will take care of 
climaxes; see Responses and Results at end of outline. 

(3) Group 5, which looks long on paper, contains very short indi¬ 
vidual songs; 'Xa Dame de Monte Carlo" is only seven minutes in 
duration. 

B. Research. 

1. a. Given both artists' vast knowledge of French repertoire, it seems 
necessary to research these periods only: Renaissance, Baroque, Ro¬ 
coco, some twentieth century. 

b. All composers easily available. 

(1) Faure songs (Madecasses) and Satie songs are in personal libraries. 

(2) (b)In looking through Baroque repertoire, happen to find Mehul 

piece that is chosen immediately for obvious suitability, it hav¬ 
ing a declaimed recitative, a sung recitative, a slow section, and 
an allegro section for the aria; much additional Honegger, 
Auric and Poulenc is found; also Satie, Ibert, Francaix. 

(3) Unnecessary to look further. 

II. Exploration. 

A. Screening. 

B. Final choices. 

3. Group 1: The Mehul is so large a work that it can be programmed for 
Group 1 alone. 

Groups 2 and 3: Being stubbornly wedded to the idea of using two 
groups of Faure (in order to demonstrate our belief in the versatility of 
his song-writing), the only solution necessary is variety and juxtaposi¬ 
tion of his songs, not necessarily to be done in chronological order of 
their composition. A decision is made that a chronological order would 
imperil the cause of showing Faure's versatility, since the early songs are 
many of the "um-pa-pa" variety of accompaniment. Decided to build to 
climax through both groups rather than each single group at one time. 
Consequently the richest, most exciting, or heaviest songs are saved for 
Group 2, although variety is sought in each group singly. Song 2 and 
song 4 in each group chart the controlled crescendo of stimulation. Yet 
. . . (see Responses and Results at the end of this outline). 

Group 4: Order is predetermined. 

Group 5: The Honegger small cycle, being of a quiet, intimate nature, 
finds a natural placement in the center of the group. Since each song is 
fragmentary, the piquant Auric group that is set to children's poems is in¬ 
appropriate to begin this section. This leaves "Le Chapelier" as a delight¬ 
ful and substantial opener. Unity is provided by the similarity of styles 
and the fact that all songs are sophisticated children's songs. 
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Group 6: A dramatic monologue. 

4. Entire program was originally conceived as chronological. Upon reeval¬ 
uation artists decide to keep chronological order. The only problem is 
the effective arrangement of music from second half. "Chansons 
Madecasses" has to be followed by material demonstrably more, or less, 
dramatic. It is deemed better to separate the two extended and heavily 
dramatic works by the fragmentary Satie-Honegger-Auric group. 

5. The Mehul piece is very effective to the eye, especially since the Faure 
looks dull. The indented Honegger breaks up an otherwise straight line 
of eight songs. 


Responses and Results: Did It Work? 

In general, this program included a good deal of theatricality, which 
the audience especially enjoyed. The Mehul spoken melodrame and "La. 
Dame de Monte Carlo'' in particular were a success; the Chansons Made¬ 
casses and the very sophisticated mixed group a little less so. (The artists 
realized that much of this had to do with the French culture itself, which 
so venerates the French language.) These works were programmed to 
compensate for the comparatively static quality of the two groups of 
Faure. Ad though the second group of Faure was pleasantly accepted, the 
impression received by the artists was that they could have done better. 
In retrospect, their blind insistence upon programming two groups of 
Faure may have been a mistake. Each group had its own effective peak, 
but as a whole they might have provided a better climax for the entire 
program had they researched the period between Rococo and Romantic 
for some interesting choices. 

"La Dame de Monte Carlo" offered the audience—some of whom 
had never witnessed a "dramatic monologue" (Poulenc's subtitle) or 
scena before—an interesting and real change of pace. (Audience com¬ 
ments included: "Too bad it is rather short; you could take this on 
tour.") Much effort went into theatricalizing the event. To the recital 
gown were added some extras to point up the lady's sleaziness—a long 
feather boa, excessive and vaguely cheap jewelry. A green felt cloth was 
laid on the piano to make an allusion to the gambling tables. At times the 
singer related to the accompanist as if he were the croupier. The singer 
entered normally and then, clearly and abruptly, assumed the role of "La 
Dame." Treading the thin line between opera and recital was accom¬ 
plished very well, judged by audience response and favorable reviews. 

The recital gown was made of cool, elegant, pearly-grey fragile 
China silk; sleeves alone were ornamented with individual two-inch cas¬ 
cades of clear crystal beads, which gave a deliberately retreating, undra- 
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matic but soignee look that bolstered subliminally an impression of 
''Frenchness." The intentional understatement of the gown was not lost 
in the hall since the hall was very small and intimate. 


How the Twentieth-Century Program Was Constructed 


I. Deciding on the overall theme. 

A. The survey session. 

2. a. Previous program was standard; therefore, this should perhaps de¬ 

part from the traditional. 

b. Large segment of this audience deeply interested in twentieth-century 
music and New Music. 

c. No restrictions musically speaking for either artist; some vocal 
limitations due to singer's voice category (lyrico-spinto) since contem¬ 
porary music is generally better suited to a lyric soprano. 

d. Artists would welcome challenge to exploit their extensive twenti¬ 
eth-century repertoire. 

e. Possibilities for programming works of topical or local interest are 
few. 

f. Both artists have affinity for New Music. 

g. Commitment exists to show enormous breadth of variety within mu¬ 
sic of this century by programming specific examples of the best. 

h. Fairly large hall, but acoustics excellent. 

Decision is made to construct a twentieth-century program that does not 
limit itself to 1960s and 1970s contemporary repertoire. Decision based 
on makeup and special interests of audience for most part. 

3. Interests of this audience focus strongly upon contemporary music. This 
twentieth-century program will satisfy their musical preferences and give 
them enjoyment. 

Choice of twentieth-century program remains intact because audience's 
enjoyment of the contemporary music will be matched by exploring wor¬ 
thy music from all seven decades. 

4. a. Unity is guaranteed in overall theme. 

(1) Easy to find. 

Can choose from (1) late Romantic feeling held over into twentieth cen¬ 
tury, (2) nationalistic trends, (3) Oriental and exotic influences, (4) Wag¬ 
nerian extensions, (5) aleatory compositions, (6) electronic and surrealis- 
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A TWENTIETH-CENTURY PROGRAM 

I. 7530 (Musset; 1925) Mario Castelnuovo-Tedesco 

Chanson de Barbarine 
Chanson de Fortunio 
Chanson de Bettine 

II. From Songs of the Passionate Muezzin Karol Szymanowski 

(Iwaszkiewicza; 1922) 

Allah Akbar 
O, O, Olio! 

Midf 

III. The Rose Family (Robert Frost; 1947) 

Meditation (Gertrude Stein; 1964) 

Pagan Saint (Consuelo Cloos; 1960) 

On the Beach at Fontana (James Joyce; 1964) 

Paracelsus (Robert Browning; 1921) 

INTERMISSION 

IV. Quatre Chants (Jean-Aubry, Chabeneix; 1927) Jacques Ibert 

Romance 
Melancolie 
Familiere 
Fete Nationale 

V. The Wonderful Widow of Eighteen Springs John Cage 

(James Joyce; 1961) 

voice and closed piano 

Forever and Sunsmell (e.e. Cummings; 1940) John Cage 

voice, Chinese gong, and tom-toms 


Elliott Carter 
Gunther Schuller 
Alan Hovhaness 
Roger Sessions 
Charles Ives 


VI. A Tavasz (Bersenyi; 1914) 

Imhol nyitva en Kebelem (anon.; 17th century) 
Varj meg Madaram (anon.; 17th century) 


Zoltan Kodaly 
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tic experiments, (7) compositions featuring jazz elements, (8) composi¬ 
tions with folk elements and influences, and (9) immense variety in 
poetry set by composers. 

(2) Variety of historical periods is not applicable. 

(3) A variety of languages is very necessary but easy to find. 

(4) Variety within the oeuvre of one composer not necessary here. 

(5) Small possibility for familiar music. 

(6) There should be no problem exploiting tempo and key variety at 
II-B-3. 

Familiar compositions from twentieth century include: some Barber, 
some Poulenc, Ravel, Debussy, some Ned Rorem, much Britten, 
Dvorak, Vaughan Williams, Respighi, and Falla. 

b. Chronological order not necessary. Problem of Group 1 remains: 
audience should not be required to participate emotionally to any 
high degree this early in the program. 

(1) Group 1 must be rather low-key. 

Extremely difficult task to begin rather dispassionately in twentieth-cen¬ 
tury repertoire. Search must be made for group that fits this description. 
No creative thought is forthcoming. Research will be necessary. 

(2) Climaxes must come at end of each half. 

Decision made to choose (from two poles of New Music—highly intellec¬ 
tual and highly emotional) to start each half intellectually and finish each 
half on high emotional plane. 


(3) No problem encountered, but there was room in each half for al¬ 
most any kind of groups as regards length. 

B. Research. 


1. a. On this occasion, advance knowledge is somewhat limited; therefore 
exploration proceeds along nationalistic divisions. 


Italy: 

Germany: 

France: 

England: 

America: 


Castelnuovo-Tedesco, Pizzetti, Malipiero, Dallapic¬ 
cola, Berio 

Henze, Schoenberg, Kfenek, Webern, Stockhausen 
Messiaen, Honegger, Auric, Poulenc, Satie, Boulez, 
Ibert, Francaix, Sauguet 

Britten, Musgrave, Birtwhistle, Searle, Berkeley, Da¬ 
vies, Bliss, Tippett 

Carter, Ives, Wagenaar, Bacon, Barab, Sessions, Bab¬ 
bitt, Rorem, Schuller, Cage, Chanler, Thomson, Bar- 
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ber, Copland, Diamond, Weber, Weisgall, Gideon, 
Dello Joio, Persichetti, Foss, Fine, Hovhaness, Riegger, 
Cowell, Brant, Crumb, Rochberg, Feldman, Trimble, 
Flanagan, Pinkham 

Other countries: Berg, Bartok, Kricka, Janacek, Kodaly, Martinu, 
Moniuszko, Skalkottas, Szymanowski 
b. (l)From personal libraries: Honegger, Satie, Auric, Ibert, Messiaen, 
Britten, many Americans plus aforementioned familiar repertoire. 

(2) (a) From reference books found what works existed, then searched 

them out, 

(b)Found Castelnuovo-Tedesco, Kodaly, Szymanowski, Hov¬ 
haness, many Americans, Dallapiccola. 

(3) Found contemporary music not on library shelves: Carter, Schul¬ 
ler, Cage, Crumb, Berio, Partch; also out-of-print works in stores 
specializing in this material. 

IL Exploration. 

A. Screening. 

B. Final choices. 

1. Great deal of time spent playing through vast materials of the composers 
and eliminating some composers from consideration. 

1830 of Castelnuovo-Tedesco found rather by accident. All other Italian 
composers abandoned in favor of Castelnuovo-Tedesco because 1830 
judged ideal for Group 1. Judging from vocal, musical, and program de¬ 
mands, Szymanowski and Kodaly judged best of nonorthodox com¬ 
posers. Desire to use as many American composers as possible dictates 
use of composite American group with only one song from each com¬ 
poser, French cycle previously performed falls easily into place. Cage 
pieces answer need for contemporary music in an aleatory style. All fa¬ 
miliar repertoire excised because other values so impressive in their 
drama and variety that absence of familiar in this case is considered not 
so important as other factors, 

3. Group 1: 1830 already preset as to order by composer. 

Group 2: Order preset by composer. 

Group 3: Choice to use five songs since preceding groups fairly short 
and there is room for five different composers. 'Taracelsus" should be 
last because it has morally uplifting quality suitable for last song. Also 
singer has special affection for Ives and would like to end with him as 
symbol of where it all began. For the other songs there are many possible 
arrangements. Final decisions based on these facts: extreme difficulty of 
'"Meditation" dictates that it would be better early in the group. "On the 
Beach" is best separated from "Meditation" in order to serve variety. Of 


Constructing Sample Programs 


57 


“Rose Family" and “Pagan Saint/' the Carter song is more suitable for 
first song. There is some lack of unity here, although none of the com¬ 
posers is completely avant-garde and this ties them together. But artists 
wish to use as many Americans as possible. Keys are arranged for variety. 

Group 4: Order preset by composer. 

Group 5: First Cage piece shorter, slighter, fewer performers involved. 
Second piece longer, more serious, and augmented by two percussion¬ 
ists. Considered anticlimactic to arrange in reverse order. 

Group 6: Obvious arrangement: middle one slow, desperately sad, and 
minor key; other two faster tempos, extravagantly lush and basically 
major. Thus slow minor one put between two faster ones for logical con¬ 
trast. 

4. Obvious that Group 1 must be Castelnuovo-Tedesco. Kodaly best for 
last group because of highly emotional singing required and rich key 
changes. Of remaining groups, Szymanowski is only possibility for 
Group 2 since it is one degree higher than Castelnuovo-Tedesco in emo¬ 
tional involvement. Also, Szymanowski is of an exotic nature due to the 
Oriental themes, style, and keys used. In addition, since the Szyman¬ 
owski is to be sung in French it is wise to separate the two French groups. 
French cycle or Cage unsuitable to end Part I, leaving mixed American 
group only choice to end Part I. French cycle very good to begin Part II, 
leaving Cage as very good contrast between charming French group and 
rhapsodic Kodaly. 

5. Program ideal for visual look; only two groups are listings of separate 
songs. 

With this program order, each group benefits from its juxtaposition to 
the next. Part I moves to climax in the American group; Part II moves 
toward climax with Kodaly group at the end. 


Responses and Results: Did It Work? 

Although it was well known that this locality supported New Music 
of the twentieth century with great enthusiasm, the artists were surprised 
to learn, too late, that the majority was inimical to John Cage's work. It 
was then that they regretted once again that there had not been enough 
time to learn Berio's "Sequenza" as planned. (The singer was not experi¬ 
enced in working within his techniques but interested and determined to 
acquire the capability. Two months time had been spent in this attempt, 
but there was simply not enough time to be sufficiently secure for public 
performance.) Thinking that they had chosen worthy music by an ac¬ 
knowledged master of that genre, and knowing that all twentieth-centu¬ 
ry music is somewhat controversial, even among aficionados, they were 
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nevertheless amazed to see the extent of the reaction against the Cage 
pieces by the professionals in this locality. 

The lay members of the audience clearly liked the percussion effects 
in the early and late Cage pieces. In the '"Widow" the artists chose to use 
a percussionist for the "piano" part (none of which is played on the keys 
but with fingertips and knuckles on various parts of the closed keyboard) 
for two reasons: the accompanist was relieved of a portion of this espe¬ 
cially taxing program, and visual variety was heightened. 

The audience was pleased that the precaution had been taken to pro¬ 
gram the Cage pieces between two groups of easier approachability, 
since the majority of the audience was not dismayed, but, rather, found 
them a refreshing change. A critic who praised the performance said, "To 
see Miss Emmons's program is to strike fear into the soul." 

The look of the gown was specially fabricated to connote "the twen¬ 
tieth century" with bold strokes visible everywhere in the large hall. A 
geometric design of bias-cut triangular sections (a triangular version of 
Mondrian) was executed in a slender gown of crepe, predominantly 
white, accented by black and shocking pink sections. 


How the Cycle Program Was Constructed 

L Deciding on the overall theme. 

A. The survey session. 

2. a. A traditional program had been done by the singer before in this 
locality. 

b. The booking agent informs us that this city—population 100,000—is 
highly musical, cultured, willing to accept a program slightly off¬ 
beat. 

c. The skills of both artists are advanced. 

d. Both artists are at a point in their experience when they are looking 
for a new challenge that might well be a different kind of program. 

e. No possibilities for programming works of topical or local interest. 

f. Artists speculated whether this would be the time to do Frauenliebe 
und Aehen which they both had wanted to do; singer felt that this 
work was now completely within her understanding because of per¬ 
sonal maturity. 

g. No moral commitments at this time. 

h. Large hall with acoustics good only if piano placed well forward; 
singer must modify dynamics to a slightly fuller sound. 

Decision is made around the pivotal choice of Frauenliebe to try to as¬ 
semble a program totally composed of cycles. 
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A PROGRAM OF SONG CYCLES 

I. Three Songs from Ecclesiastes Daniel Pinkham 

Vanity of vanities 

Go thy way, eat thy bread with joy 

To everything there is a season 

II. Frauenliebe and-leben (Chamisso) Robert Schumann 

Seit ich ihn gesehen 
Er, der Herriichste von Allen 
Ich kann's nicht fassen, nicht glauben 
Du Ring an meinem Finger 
Helft mir, ihr Schwestern 
SCisser Freund, du blickest 
An meinem Herzen, an meiner Brust 
Nun hastdu mir den ersten Schmerz getan 
INTERMISSION 

III. Le Petit Cours de Morale (Ciraudoux) Arthur Honegger 

Jeanne 

Adele 

Cecile 

Irene 

Rosemonde 

IV. Ludions (Fargue) Erik Satie 

Air du Rat 

La Grenouille Americaine 
Air du Poete 
Chanson du Chat 

V. Village Scenes Bela Bartok 

Haymaking 
At the Bride's 
Wedding 
Lullabye 
Lad's Dance 
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3. The enjoyment value will be high due to the unusual format. It only 
remains to choose cannily for variety. One prerequisite of a cycle recital 
would obviously be to choose carefully cycles of very high musical cali¬ 
ber. (A single song within a standard recital might very well be chosen in 
spite of lesser musical worth—perhaps even advantageous because of 
this—whereas an entire cycle of lower musical merit would clearly not be 
advisable.) 

Choice of cycle program remains intact because all conditions are met. 

4. a. Unity guaranteed in theme. 

(1) Easy to find but requires some research as to nature of cycle form 
(see Chapter 13). 

Can be chosen from any style after Beethoven s time, up to and including 
contemporary styles. Since Frauenliebe is definitely included in the pro¬ 
gram, all other cycles chosen must exclude Romantic style. 

(2) Highly important to assemble cycles from as many periods as 
possible. 

Possibilities limited by definition of cycle to post-Romantic, modern, 
and contemporary periods. 

(3) Since Frauenliebe definitely included, prefer to use other languages 
than German—Italian, French, Spanish, Czech, Portuguese, Hun¬ 
garian, English are possibilities. 

Composers possible are Debussy, Faure, Ibert, Ravel, Messiaen, Satie, 
Roussel, Honegger, Malipiero, Castelnuovo-Tedesco, Respighi, Kodaly, 
Bartok, Britten, Finzi, Vaughan Williams, Turina, Rodrigo, Falla, 
Dvorak, Rorem, Floyd, Barber, Weber, Weisgall, Cage, Gideon, Mus- 
grave, Blitzstein, Chanler, Griffes, etc. 

(4) Not possible to vary within the oeuvre. 

(5) Frauenliebe represents the familiar, therefore the search should in¬ 
clude less familiar repertoire. 

(6) Cycle eliminates any problems with variety of tempos and keys. 

b. Chronological order not necessary; however, problem of first group 
remains as always. (Audience should not be required to participate 
emotionally to any high degree so early in the program.) 

(2) With definite presence of Frauenliebe on program comes realiza¬ 
tion that this cycle should be one of the two climaxes. 

Extremely difficult task to begin rather dispassionately, given the limita¬ 
tion of choosing from the Romantic era onward and Frauenliebe already 
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occupying Romantic and climactic slot. Also decision made that 
Frauenliebe should not be Group 1 since too personal. Search must be 
made for cycle fitting this description. Research is the answer. 

(3) Deliberate choice to choose two short cycles for keeping length of 
program in bounds. 

B. Research. 

1. a. Realizing that other slots could be easily filled from broad person¬ 
al repertoire of both artists, the larger part of the research concerns 
slot 1. 

By process of elimination, based upon knowledge of musical styles, 
Italian or English-language composers seem to be most likely to produce 
right piece. 

b. (l)Many French, British, Spanish cycles known to artists, plus con¬ 
siderable amount of modern American choices. 

(2) From library shelves find Italian music by Malipiero and Respighi. 

Singer chances to be reading Bartok biography at the time. Village 
Scenes mentioned there seems to be perfect choice for climax of Part II. 

(3) Search is made but nothing found of use. 

II. Exploration. 

A. Screening meeting. 

B. Final choices. 

3. Since cycles are already self-contained groups, no individual song 
choices are necessary; unity is also guaranteed. 

4. Slot for cycle 1 is given to Malipiero's Quattro Sonnetti di Burchiello so 
that Frauenliebe can end Part I. Bart6k has to end Part II. Lightness and 
extreme brevity of French (Petit cours de morale and Ludions last fifteen 
minutes together) is ideal to begin Part II. Thus the program includes the 
sophistication of French and the peasant-quality of Bartok, but Frauen¬ 
liebe and Malipiero are judged too close in style and effect. Also Mali¬ 
piero is not as good quality either as music or poetry. Therefore, being 
unsatisfied with Malipiero as slot 1, both artists are on lookout for a bet¬ 
ter work. Another singer happens to bring the Pinkham Songs of the Ec¬ 
clesiastes to the accompanist for rehearsal prior to performance. He 
realizes immediately that this cycle would be ideal to begin the program: 
(1) religious text offers more formal mood; (2) music is of excellent quali¬ 
ty; and (3) length is exactly right. 

5. Cycle "look" is excellent. 
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Responses and Results: Did It Work? 

The audience response to each cycle was better, truthfully, than ac¬ 
tually expected. The artists were pleased at this compliment to their care¬ 
ful preparations. Special attention had been paid to sustaining the dra¬ 
matic connection between the songs within each cycle, with an emphasis 
on the silent time between songs, whose length had to be expertly crafted 
by both, and executed faithfully by the accompanist. 
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A GOETHE LIEDER-ABEND FOR 
MEZZO-SOPRANO 

I. Drei Gesange Ludwig van Beethoven 

Wonne der Wehmuth 
Sehnsucht 

Mit einem gemalten Band 
Es war einmal ein K5nig (Faust) 

II. Nahe des Celiebten Franz Schubert 

Cretchen am Spinnrad (Faust) 

Hin und wieder fliegen Pfeile 
(Claudine von Villa Bella) 

An den Mond 
Der Musensohn 

INTERMISSION 

III. Two Goethe Songs Paul A. Pisk 

Die Gondel 
Regenbogen 

IV. Goethe-Lieder(West6stIiches Divan) Luigi Dallapiccola 

mezzo-soprano, 3 clarinets 

V. Heiss mich nicht reden Hugo Wolf 

Nur wer die Sehnsucht kennt 

So lasst mich scheinen 

Singet nicht in Trauertonen 

Kennst du das Land (Wilhelm Meister) 
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A PROGRAM OF ENSEMBLE MUSIC FOR 
SOPRANO AND TENOR WITH VARIOUS 
INSTRUMENTAL COMBINATIONS 

I. Se perfido amore MarcAntonio Cesti 

soprano and tenor with strings and continuo 
How pleasant is this flowery plain and ground Henry Purcell 
soprano and tenor with flutes and continuo 

II. Die Amerikanerin Johann Christian Friedrich Bach 

tenor with strings and continuo 


111. 

Anonymous in Love (anon.) 

William Walton 


tenor with guitar 


IV. 

String Quartet #2 

George Rochberg 


string quartet with soprano 



INTERMISSION 


V. 

Jazz-Koloraturen (vocalise) 

Boris Blacher 


soprano with alto saxophone and bassoon 
Don't Let that Horse eat that Violin (Ferlinghetti) Allan Blank 
soprano with violin and bassoon 


VI. La Mort du Nombre Olivier Messiaen 

soprano and tenor with violin and piano 
The Condemned Playground Miriam Gideon 

(Horace, Milton, Baudelaire) 

soprano and tenor with flute, bassoon, string quartet 

VII. Letters from Morocco (Bowles) Peggy Glanville-Hicks 

tenor with flute, oboe, bassoon, trumpet, percussion, harp, strings 

VIII. A Solo Requiem (Shakespeare, Hopkins, Milton Babbitt 

Meredith, Stamm, Dryden) 

soprano with two pianos 
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A TRADITIONAL RECITAL PROGRAM 

1. Non disperate, no Alessandro Scarlatti 

(from the cantata Entro romito speco] 

SC sf, fed el 

Uccidetelo (from the cantata 
Tutto acceso a quei rai] 


11. Fruhlingslied (Robert) Felix Mendelssohn 

Bei der Wiege (Klingemann) 

Andres Maienlied (HexenIied)(HoltY) 


111. Chansons de Bilitis (Louys) Claude Debussy 

La Flute de Pan 
La Cheveiure 
Le Tom beau des Naiades 

INTERMISSION 


IV. Five Epigrammas ironicos e sentimentaes Heitor Villa Lobos 
(Carvalho) 

Eis a vida! 

Sonho de uma noite de verao 

Epigramma IV 

Imagem 

Verdade 

Passarinho esta cantando (Mignone) Francisco Mignone 

Vou-me embora (Guarnieri) M. Camargo Cuarnieri 

Quebra o coco (Caleno) M. Camargo Guarnieri 


V. Three contemporary religious songs 

David Weeps for Absalom David Diamond 

Crucifixion (12th century Irish) Samuel Barber 

Alleluia Ned Rorem 
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A PROGRAM OF MUSIC BY 
WOMEN COMPOSERS 

I. 1650-1729 

Soccorrete, luci avare Barbara Strozzi 

Amor dormiglione Barbara Strozzi 

La Flamande Elisabeth Jacquet de la Guerre 

II. 1815-1850 
Three Romances 

Melodie en imitation de Pauline Duchambze 

Thomas Moore 

L'Hirondelle et le Prisonnier Pauline Viardot-Garcia 
La mere du matelot LoVsa Puget 


III. 1759-1896 

Morgenlied eines armen Mannes Maria Theresia von Paradis 
Verlust (published as No. 10 of Opus 9 Fanny Mendelssohn 
by Felix Mendelssohn) 

Er ist gekommen in Sturm und Regen Clara Schumann 

(published as No. 2 of Opus 37 by 
Robert Schumann) 

INTERMISSION 


IV. 1857-1918 

L'ete CecileChaminade 

Les Reves 

From Les Fleurs de France Germaine Tailleferre 

Rose d'Anjou 
Coquel icot de Guyenne 

From Clairieres dans le del Lili Boulanger 

Elle etait descendue au bas de la prairie 
Deux ancolies 


V. The Twentieth Century 

Five Love Songs for soprano and Thea Musgrave 
guitar 
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A JOINT RECITAL FOR 
SOPRANO AND BARITONE 

I. Pur ti miro, pur ti godo (from L'Incoronazione di Poppea) 

Claudio Monteverdi 

II giocator sfortunato Giovanni Clari 

soprano and baritone 

II. Piu m'impiaga quel ciglio (anon.) Alessandro Scarlatti 

Quanto peni, anima mia (anon.) 

Siete estinte, o mia speranza (anon.) 

MarmI adorati e cari (anon.) 

soprano 

III. lo mi levai (from Poesie Francesco Santoliquido 

Persiane) (Khayam) 

O Luna che fa Lume (trad. Tuscan) Vincenzo Davico 

Nebbie (Negri) Ottorino Respighi 

La Ermita di San Simon (folkverse) Mario Castelnuovo-Tedesco 
baritone 
INTERMISSION 

IV. Gott, ach Gott, verlass die Deinen Johann Sebastian Bach 

nimmermehr (from Cantata 79) 

soprano and baritone 

V. Minnelied (Ftolty) Johannes Brahms 

Sonntag (Uhland) 

Waldeinsamkeit (Lemcke) 

Botschaft (Hafiz, trans. Daumer) 

baritone 

VI. from Sieben fruhe Lieder Alban Berg 

Schilflied (Lenau) 

Die Nachtigall (Storm) 

Sommertage (Hohenberg) 

soprano 

VII. Trost im Ungluck (Des Knaben Wunderhorn) Gustav Mahler 
(traditional German, trans. Armin, Brentano) 
soprano and baritone 
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A TRADITIONAL PROGRAM FOR 
CONTRALTO WITH STRING QUARTET 

!. O rendetemi ii mio bene [Amadigi] George Frederic Handel 

Furibondo spira il vento (Partenope) George Frederic Handel 

II. Tote Blatter, Opus 52 (N. Minsky, Alexander Gretchaninoff 

trans. by von Lagin-Galvocoressi) 

Failing Leaves 
The Whirlwind 
Appeasennent 

contralto with string quartet 

III. Quatre Chansons pour voix grave Arthur Honegger 

La douceur (Tchobanian) 

Derriere Marcie (Aguet) 

Un grand sommeil (Verlaine) 

La terre (Ronsard) 

Chansons de Negresse (Supervielle) Darius Milhaud 

Mon histoire 
Abandonnee 
Sans feu ni lieu 

INTERMISSION 

IV. Stabat Mater Julia Perry 

contralto with string quartet 

V. Go Tell it on the Mountain (arr. John Work) 

This Little Light of Mine (arr. Hall Johnson) 

Give Me Jesus (arr. Hall Johnson) 

Many Wore Three Links of Chain (arr. George Walker) 
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A PROGRAM OF EARLY 
TWENTIETH-CENTURY MUSIC 

I. From Das Marienleben (1923, Rilke) Paul F^indemith 

Maria Verkundigung 
Geburt Christi 
Vor der Passion 
Pi eta 

Stillung Maria mit dem Auferstandenen 
Vor Tode Maria 111 

II. Le Bachelier de Salamanque(1919, Chalupt) Albert Roussel 
Jazz dans la nuit (1920, Dommange) 

Chasse (1945, Rouart) Henri Sauget 

Printemps (1936, Rouart) 

Priere Exaucee (1937, Messiaen) Olivier Messiaen 

III. Tom Sails Away (1917, Ives) Charles Ives 

Paracelsus (1912-1921, Browning) 

Cradle Song (1919, Ives) 

On the Counter (1920, Ives) 

Charlie Rutlage (1921, ballad) 

INTERMISSION 

IV. San Basilio (1912, trad. Greek, lldebrando Pizzetti 

trans. Tommaseo) 

La Madre al Figlio Lontano (1910, Pantini) 

Passeggiata (1915, Papini) 

V. Siete Canciones Populares Espaholas (1914) Manuel de Falla 

El Paho Moruno 

Seguidilla Murciana 

Asturiana 

iota 

Nana 

Cancion 

Polo 
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A SEASONAL CHRISTMAS jOINT RECITAL 
FOR SOPRANO AND MEZZO-SOPRANO 

I. Three Christmas Anthems Robert Powell 

soprano and mezzo-soprano duets 

II. Bereite dich Zion Johann Sebastian Bach 

(The Christmas Oratorio) 

jauchzet, frohlocket George Philipp Telemann 

(Christmas Cantata) 

Alleluia Antonio Vivaldi 

(Dux Aeterne) 

mezzo-soprano 

III. Nun wandre Maria (traditional Spanish, Hugo Wolf 

trans. Geibel) 

Die ihr schwebet (traditional Spanish, trans. Geibel) 

Ach, des Knaben Augen (traditional Spanish, trans. Geibel) 
soprano 
INTERMISSION 

IV. Villancicos Espaholes Joaqum Nin 

Villancico Gallego 
Villancico Vasco 
Villancico Castellano 
Villancico Andaluz 

mezzo-soprano 

V. Carols from Southern Appalachian (arr. John Jacob Niles) 

Mountains 

The Seven Joys of Mary 
The Cherry Tree 
Jesus born in Beth'ny 
Jesus the Christ is born 

soprano 

VI. The Spirit of God Paul Risk 

soprano and mezzo-soprano duet 
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A PROGRAM FOR TENOR AND PIANO WITH 
CHAMBER ENSEMBLE 

I. Ich weiss, dass mein Erloser lebt johann Sebastian Bach 

(Cantata 160) 

tenor with violin, cello, harpsichord 

II. Three Sonnets by Petrarch Franz Liszt 

Pace non trovo 
Benedetto sia, o giorno 
I vidi in terra 

INTERMISSION 

III. Serenade, Opus 31 (Cotton, Tennyson, Benjamin Britten 

Blake, Jonson, Keats) 

tenor with horn and string ensemble 


A PROGRAM OF TWENTIETH-CENTURY 
AMERICAN MUSIC 

I. Into the Garden Ben Weber 

Lament 

Five Short Adelaide Crapsey Songs 

II. Love Songs of Hafiz (Hovhaness) Alan Hovhaness 

INTERMISSION 

III. A Net of Fireflies (17 Haiku poems) Vincent Persichetti 

IV. B/ock Songs (Lomax) T.J. Anderson 

voice, jack-in-the-box, pitch-pipe, musical busy box 
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A TRADITIONAL PROGRAM FOR BASS 

I. Recitative; Alcandro, lo confesso Wolfgang Amadeus Mozart 

Aria: Non so donde viene 

II. Drei Gesange von Metastasio, Opus 83 Franz Schubert 

L'incanto degli occhi 
il traditor deluso 
11 modo di prender moglie 

III. Songs and Dances of Death Modest Moussorgsky 

(Golenischef-Kutusof) 

Lullabye 

Serenade 

Trepak 

Commander-in-Chief 

INTERMISSION 

IV. Four Ladies (Pound) David Diamond 

Agathas 
Young Lady 
Lesbia Ilia 
Passing 

Flight for Heaven (Herrick) Ned Rorem 

To Music to becalm his Fever 
Cherry-ripe 
Upon Julia's Clothes 
To Daisies, not to shut so soon 
Epitaph upon a Child that died 
Another Epitaph 
To the Willow-tree 

Comfort to a Youth that had lost his Love 
To Anthea who may command him Anything 

V. Four Welsh folk songs, sung in Welsh 

David the Bard 

Watching the White Wheat 

Lullabye 

Men of Harlech 
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A PROGRAM OF QUARTETS AND DUETS 

I. Vier geistliche Quartetten Franz Schubert 

quartet and piano 


II. Duets: Robert Schumann 

Erste Begegnung (traditional Spanish, trans. Geibel) 
soprano and mezzo 

Intermezzo (traditional Spanish, trans. Geibel) 
tenor and baritone 
Ich bin dein Baum (Ruckert) 

baritone and mezzo 
Unterm Fenster (Burns) 

soprano and tenor 

III. Caro mio Druck und Schluck Wolfgang Amadeus Mozart 

(a nonsense quartet) 

quartet and piano 
INTERMISSION 

IV. Duets: Camille Saint-Saens 

Enfant, je te donne I'example 
tenor and baritone 
O mon maitre et seigneur 

soprano and baritone 
Uamour divin 

mezzo and tenor 

Aime! Eros 

soprano and mezzo 

V. Quartets: Gerald Ginsburg 

anyone lived in a pretty how town (cummings) 
Recuerdo (Millay) 

The Great Hunt (Sandburg) 
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A DUET RECITAL (FOR SOPRANO AND 
MEZZO-SOPRANO) 


I. Ho nel petto un cor si forte 
Quando lo stral spezzai 
La mia Fille 

Canzonetta II (from Six Italian Duets) 
Canzonetta VI (from Six Italian Duets) 


Giovanni Pietro Franchi 
Giovanni Paesiello 
Luigi Cherubini 
Johann Christian Bach 
Johann Christian Bach 


II. Si Feclat du diademe Pierre Alexandre Monsigny 

(from Reine de Colconde) 

Ni jamais, ni toujours (Noctourne) M. Delieu 

O ciel! dois- je croire mes yeux Domenico della Maria 

(from Le Prisonnier) 


III. Act I Duet from Der/?osen/:ava//er Richard Strauss 

Marschallin and Octavian 

INTERMISSION 

IV. Three Duets, Opus 111A (Rafael) Max Reger 

Waldesstille 

Fruhlingsfeier 

Abendgang 


V. On the Raft (Strombeck) Charles Wuorinen 

The Door in the Wall (Strombeck) Charles Wuorinen 

Two Duets by a local composer 


VI. La Pesca (Metastasio) Ciacchino Rossini 

La Regata Veneziana (Pepoli) 

Duetto buffo di due gatti 
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A SCANDINAVIAN PROGRAM FOR 
DRAMATIC SOPRANO 

THE SCANDINAVIAN EXPERIENCE 

I. From Sweden (from Fredmans Epistlar) Carl Michael Bellman 
Hjartat mig klammer (1740-1795) 

Drick ur ditt glas 
Fan i fatoljerna 
Liksom en herdinna 
Vila vid denna kalla! 

II. From Sweden (from Romant/s/ca V/sor Carl Jonas Love Almquist 
ur Tornrosens Bok] (1793-1866) 

Den lyssnande Maria 
Hjartats Blomma 
Marias Hapnad 

III. From Norway 

Med en Primula Veris 
En Digters Bryst 
Fra Monte Pincio 
Eros 

INTERMISSION 

IV. From Denmark 

Underlige Aftenlufte 
Aebleblomst 

Saenk kun dit hoved, du blomst 
Sommersang 

V. From Finland jan Sibelius 

Till Kvallen (1865-1957) 

Sav, sav, susa 
Var det en drom? 

Flickan kom if ran sin alsklings mote 
Hostkvall 


Edvard Grieg 
(1843-1907) 


Carl Nielsen 
(1865-1931) 
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A PROGRAM OF MUSIC BY BLACK 
COMPOSERS FOR SOPRANO, 
MEZZO-SOPRANO, AND TENOR WITH 
PIANO, CELLO, AND PERCUSSION 

I. From the Dark Tower Dorothy Rudd Moore 

O Black and Unknown Bards (Johnson) 

Southern Mansions (Bontemps) 

Willow Bend and Weep (Johnson) 

Old Black Men (Johnson) 

No Images (Cuney) 

Dream Variation (Hughes) 

For a Poet (Cullen) 

From the Dark Tower (Cullen) 

mezzo-soprano, cello, and piano 
INTERMISSION 

II. Heart on the Wall (Hughes) Robert Owens 

Heart 

Remembrance 
Havanna Dreams 
Girl 

For Dead Mimes 

soprano, piano 
INTERMISSION 

III. Sometimes Oily Wilson 

tenor, tape 

And Death Shall Have No Dominion Oily Wilson 

Wry Fragments 


tenor, percussion 
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ANOTHER TRADITIONAL 
RECITAL PROGRAM 

I. Quoniam tu solus (Magnificat] Antonio Vivaldi 

Quia respexit (Magnificat] Antonio Vivaldi 

Va godendo (Serse) George Frederic Handel 

Alleluia (Esther] George Frederic Handel 

II. Six songs from the Italienisches Liederbuch Hugo Wolf 

(traditional Italian, trans. Heyse) 

Gesegnet sei das Grun und wer es tragt 
Mein Liebster singt am Haus im Mondenscheine 
Mein Liebster ist so klein 

Wenn du, mein Liebster, steigstzum Himmel auf 
Du sagst mir, dass ich keine Furstin sei 
Verschling' das Abgrund meines Liebsten Hutte 

III. Chanson Perpetuelle Opus 37(Cros) Ernest Chausson 

INTERMISSION 

IV. Varen(Vinje) Edvard Grieg 

Mens jeg venter (Krag) 

Julens Vuggesang (Langsted) 

Fra Monte Pincio (Bjornson) 

V. Paganini (Metamorphoses) (Vilmorin) Francis Poulenc 

il vole (Fianqailles pour rire] (Vilmorin) 

Violon (Fianqailles pour rire] (Vilmorin) 

Les gars qui vont a la fete 
(Chansons Villageoises] (Fombeure) 

VI. La Dame de Monte Carlo (A dramatic scene Francis Poulenc 

for soprano with words by Jean Cocteau) 
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A BICENTENNIAL PROGRAM OF 
AMERICAN MUSIC 

I. The Founding Years 

I Have a Siient Sorrow (Sheridan) Alexander Reinagle 
Beneath a Weeping Willow Francis Hopkinson 

Shade (Hopkinson) 

When Icicles Hang by the Wall Benjamin Carr 

(Shakespeare) 


11 . 


The Sentimentalists 

Tyrant Love (MacDowell) 
Dearest (Henley) 

The Poet Sings (LeGallienne) 
Hymn to the Night 
(Longfellow) 


Edward MacDowell 
Sidney Homer 
Wintter Watts 
Louis Campbell-Tipton 


INTERMISSION 


The American Impressionists 

Les Silhouettes (Wilde) John Alden Carpenter 

Les Paons (Kahn) Charles Loeffler 

Fife (Eichendorff) Charles Griffes 

The Rose of the Night (MacLeod) Charles Griffes 


IV. American Folk Songs Arranged by Contemporary Composers 

Fare You Well John Edmunds 

Common Bill Ernst Bacon 

Long Time Ago Aaron Copland 

Ching-a-Ring Chaw Aaron Copland 

INTERMISSION 

V. The Twentieth Century Classicists 

On Death (Clare) 

Memory (Blake) 

The Dying Nightingale (Young) 
hist whist (cummings) 

Wild Swans (Millay) 


David Diamond 
Theodore Chanler 
Norman dello joio 
William Bergsma 
John Duke 


VI. Contemporary 

Three Sonnets from Fatal Interview Miriam Gideon 
by Edna St. Vincent Millay 
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A JOINT PROGRAM FOR MEZZO- 
SOPRANO AND PIANO OF THE MUSIC OF 
TWO COMPOSERS: HAYDN AND LISZT 

!. Canzonettas: Joseph Haydn 

Mermaid's Song (Anne Hunter) 

She Never told her Love (Shakespeare) 

A Pastoral Song (Anne Hunter) 

Sailor's Song 

mezzo-soprano 


II. Variations in F minor, Opus 93 

piano 


III. 

IV. 


Cantata: Arianna a Naxos 

mezzo-soprano 

INTERMISSION 

Songs; 

Comment disaient-ils (Hugo) 
O quand je dors (Hugo) 

Die Lorelei (Heine) 

mezzo-soprano 


V. Annees de Pelerinage (1 Annee, Suisse) 
Les cloches de Geneve 
Orage 

Vallee d'Obermann 

piano 


Joseph Haydn 


Joseph Haydn 


Franz Liszt 


Franz Liszt 


GUIDELINES FOR PRACTICE 


1. In order to augment the information gleaned from Chapter 3, 
analyze the programs in this chapter to determine why the groups were 
arranged in the order in which you find them. 


The Unique 

5 Needs of the 
Young Artist 


When it comes to the total package of voice, musician- 
ship, personality, projection and so on, I cannot think 
of any recitalist who is her superior. 

The Cleveland Plain-Dealer 

ESSENTIALS 


What follows is a sampling of opinions elicited 
from colleagues around the country in response to the question: "What 
do you want from a good recital?" 

Primarily an emotional experience, secondarily an intellectual one. 
Voiceless "artists" usually bore me although of course the degree of 
voice required does vary according to repertoire. 

DONALD READ 
Mannes College of Music 

A good voice, a good technique, but most of all joy in singing. To be 
touched and moved. 

INGRID SOBOLEWSKA, PRESIDENT 
New York Singing Teachers Association 

Entertainment, enrichment of mind and ear. 

MARTIN KATZ 

81 



The art of the Song Recital 


Presentation of familiar and less well-known music with a pleasing 
sound in a variety of tempi, moods, and languages, performed with au¬ 
thority, authenticity of style and musical accuracy; interesting person¬ 
ality; some display of virtuosity and imagination. 

ANN MATHEWS 
Dickinson College 

The very best! But at least: a good voice, excellently trained in vocal 
technique, languages, projection, ease, style. 

CATHERINE ASPINALL 
Vassar College 

In addition to the thrills I have received for diverse and at times unex¬ 
plained reasons when attending recitals given by Lotte Lehmann, 
Maggie Teyte, I want an insight into the songs, a personal insight which 
is "more than singing" and not only voice, but more than mind. It is a 
combination of music and theater, though not opera. 

RICHARD FLUSSER 

Good music, performed well. 

BETHANY BEARDSLEE 

I want a variety of styles, presented in a proper idiomatic fashion or a 
program devoted to one style or school. I would want to hear an agree¬ 
able voice—not necessarily a sensational one—singing with imagina¬ 
tion and polish in a variety of repertoire. Finesse and penetration of the 
text and the music are essential. 

WILLIAM GEPHART 
Hartford Conservatory 
Dalcroze School of Music 

Sensitive response to poetry, secure, relaxed, yet with an animated 
presence, serviceable technique. 

LESLIE BENNETT 
Ithaca College 

Variety, balance, taste. Proper execution as regards language, diction, 
understanding both text and context. Above all, proper understanding 
of the works, and life in the presentation. 

PAUL HARTMAN 

Regina Symphony Orchestra, 

Saskatchewan, Canada 

I would like ideally to be entertained, emotionally moved, and music¬ 
ally and intellectually stimulated. 

VALERIE GOOD ALL 
Douglass College 
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I want poetic dramatization through intensified musical and vocal ex¬ 
pression; communication and beautiful singing. In short, artistry. 
CESARE LONGO 
New York University 

A voice needless to say, exciting programming, imagination, appear¬ 
ance, and a fine accompanist. 

RUTHANN HARRISON 
Trenton State College 

Enjoyment, variety, education in style, and the opportunity to hear 
new music as well as earlier music of good taste. 

ELIZABETH WRANCHER 
Florida Technological University 

Not one of these musicians responded with the single phrase "'good 
singing." The quoted critique of Judith Raskin with which the chapter be¬ 
gins is undoubtedly what any singer would term "a wonderful review," 
because the critic neatly sums up the qualities of a fine recital singer and 
tells us succinctly that Ms. Raskin's skills embrace them all. 

Surely an aspiring recitalist acknowledges that, in order to be deserv¬ 
ing of a comparable accolade, he or she must either possess naturally, or 
acquire through study and experience, this "total package," not just part 
of it. In surveying the attributes and skills expected of a finished 
recitalist, however, one's first reaction is to be overwhelmed, perhaps 
even intimidated, by the length and comprehensiveness of the list: a well- 
trained voice of some natural beauty, with a wide range of color and the 
ability to spin long phrases without inordinate effort; secure musician- 
ship accompanied by dedication to the art and a sincere reverence for the 
composer (often the poet as well); the discernment to make details fit into 
the musical whole, finesse in vocal, musical, and dramatic execution; in¬ 
sight and imagination permitting deep penetration of music and text; ver¬ 
satility of styles (which Americans, especially, cannot do without); a 
strong and attractive personality; musical and intellectual flexibility; 
self-confidence; technical acting skills with which to express personal 
convictions about the music (sometimes described as projection or com¬ 
munication); an ability to work concomitantly on many levels; and the 
capacity to seize what has been taught, then to go beyond that, forging it 
into a personal style and presence. 

In some respects such a list is a list of ideals. But not quite unreach¬ 
able ideals. The list also describes all the attributes of a great singer—of 
whatever kind, specializing in whatever type of music. Just to aspire to 
these standards of excellence is to live a life of happy artistic dedication. 
To live up to these ideals is to have the power to sway an audience, to 
thrill them, to give them an unforgettable experience. To go beyond 
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these ideals is to accomplish the ultimate as a singer. The joy of perform¬ 
ing in command of self, in control of resources, is an artistic satisfaction 
truly immeasurable. 

This immense list of personal and musical disciplines is, happily, not 
without rewards equal to the labor expended in cultivating them. Those 
students who do recitals will, as they emerge from the crucible, be able 
to assess very accurately their musical capacities, perhaps even to the 
point of deciding that they have no talent for recital. They will lay bare 
their strengths and weaknesses precisely because recital is an acid test of 
musical artistry. Recital practitioners will, if they continue, acquire vocal 
stamina and a sense of how to use their resources—when and why to 
husband them or lavish them upon the audience. 

Even for those directing their careers toward opera, recital per¬ 
formance provides specific as well as general dramatic training. In a 
recital, the singer must carry the whole show alone. In opera, a singer 
sooner or later tends to be stereotyped—always an adorable soubrette, 
or always a ponderous king. Versatility of dramatic skills and breadth of 
stylistic experience gained from concentrating upon vital details in recital 
singing is a useful accessory in preparing operatic roles. Cesare Longo of 
New York University says, ''Recitals, in the best artistic sense, add to 
opera singers' in-depth internalization of their operatic roles." 

In his acting classes, Stanislavski himself stressed the efficacy of 
learning dramatic skills through songs. He required his budding opera 
singers to learn their acting technique by singing songs because he be¬ 
lieved that each song has within it "the seed of a larger work," a plot, a 
conflict, a solution—a miniature drama. A song, being so short, is 
packed tight with images, ideas, and sentiments. Learning to find the 
core of a song sharpens the singer's artistic eye and musicianly sensitivi¬ 
ty. When the composer's intent is communicated through the singer's 
own emotions, the singer becomes a singing actor. 

In addition to these general advantages which accrue to the singer 
from recital work, there are a few specific ones. There is a strong resem¬ 
blance between the requirements of operatic aria and simple song, not to 
mention other lyric moments of opera, such as duets. Furthermore, skills 
learned in recital work convert without exception to auditioning skills. 
The essentials of singing opera in small houses are also very close to the 
requisites for recital. Simply from the way an aria is sung during an 
opera performance, one can often deduce recital experience. Best of all, 
since the qualifications demanded of a good recital singer are so strin¬ 
gent, he mysteriously but surely acquires through this recital experience 
a strong platform presence. One might even hope that this personality 
could develop into the elusive quality—magnetism—often branded as 
missing from the current crop of singers. 
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English-speaking, Scandinavian, Spanish, and Russian singers must 
know a minimum of three non-native languages, and at least as many 
musical styles, before they are equipped to be recitalists. French, Italians, 
and Germans, on the other hand, perform recitals almost exclusively in 
their own language and within that style, venturing only rarely out of 
their own culture. For this reason, young American singers often feel 
burdened by the need to learn four sets of language skills and, corre¬ 
spondingly, even more than four musical styles. Feeling hemmed in by 
all these disciplines, skills, traditions, and rules, it is small wonder that 
opera appears more attractive to them. Opera, as drama, is easier to un¬ 
derstand than poetry. Opera appears easier to perform, supporting as it 
does the artist with a network of other singers, props, costumes, con¬ 
ductors, and prompters. And most of all, it appears more glamorous! 

Overwhelmed by the magnitude of what is to be learned, young 
singers, under the all-important guidance of their teachers, must be en¬ 
couraged to believe that, after mastering rules and traditions, they can 
then use their newly learned competence to experiment within tradition 
or to transcend it. Why not? Those who know the rules well are 
best equipped to break them imaginatively and beneficially for us all. 
Teachers and coaches have the opportunity to convince young artists 
that immense satisfaction is to be gained by high standards of research 
and program-building, that a song recital is the equivalent in music of the 
one-man show in theater,^ that recital acting requires mastery of com¬ 
munication that is at once intense, sincere, and subtle. Stimulated by 
such dedicated work with their teachers young singers will begin to rise 
to the challenge. 


PREPARATION AND 
TRAINING 


Young singers are preoccupied with perfecting their musicianship, 
stabilizing their vocal technique, learning their languages, and immersing 
themselves in musical styles, to the exclusion of their dramatic skills. 
Because singers begin their vocal training some ten years later than in- 


1. The vocal recital finds its spoken equivalent in the monologue, often billed as the 
"one-man show." A single actor or actress entertains his or her audience with several 
character sketches, unencumbered by props or scenery. It is a difficult art form, rarely 
seen today. The brilliant career of the American Ruth Draper, whose five extraordinary 
recordings of her best monologues remain with us, best exemplifies this art. Cornelia 
Otis Skinner, Joyce Grenfell, James Whitmore, and Lily Tomlin have followed in her 
footsteps. 
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strumental musicians do, they naturally must give precedence to singing 
lessons once they begin. Soon, however, interpretive demands assume 
equal importance. Suddenly, students are asked for dramatic techniques 
with which they are ill-equipped. Suddenly they are vulnerable to criti¬ 
cism as actors. 

In the words of Stanislavski, 'The creative capacity of an actor and a 
singer is a science. You have to study, develop it, as you do other forms 
of science."^ 

We strongly believe in the importance of equal dramatic training for 
a singer. In the following paragraphs Walt Witcover and Leyna Gabriele 
(co-founders and directors of Masterworks Laboratory Theater in New 
York) have graciously allowed us to quote them as we address ourselves 
to the ramifications of becoming a singing actor. 

The recital, despite an audience that, in the twentieth century, has 
come to want more theater and larger forces in its musical entertain¬ 
ments, has stood still. Only a few exceptional attempts have been made 
to revitalize the drama of recital. Why, then, have young singers not 
been motivated in this direction? 

First, of course, is the rarity of both first-rate singing and first-rate act¬ 
ing talent co-existing in the same human being. [Secondly,] the lack of 
motivation; why should our singers learn or try to act any better when 
they are hired on their vocal prowess alone? When their uncritical fans 
loudly applaud and reward inept acting masked by seeming assurance 
and ringing top notes? Next, singers are conditioned to receive their 
vocal score complete at the hands of the composer; coaches pass on 
''correct" interpretations. Therefore the . . . singer assumes that his act¬ 
ing "score" is similarly given and concrete, and only needs coaching to 
form a "correct" interpretation. Unlike the stage actor, who creates his 
own melody, pitch, tempo and dynamics of his vocal line in expressing 
the words of his text, the . . . singer has all of this expression beautifully 
and meticulously done for him. The proficient stage actor knows that 
he himself (with the director's guidance) will work out his acting 
"score" in rehearsal—and that this "score," a sequence of inner and 
outer concerns, problems and intentions, will be highly personal, fresh 
in form, and truly his own, . , . Finally, and perhaps most profoundly, 
is the singer's lack of true acting training. 

Why have most singers not pushed for a revitalization of the recital? 
Without enough real acting training, they cannot even know what more 
to expect from the form, unless of course they have been so fortunate as 
to attend the performance of a truly great recitalist. 

2. Constantin Stanislavski and Pavel Rumyantsev, Stanislavski on Opera. New York: 

(Theater Arts Books, 1975), p. 31. 
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Frequently a recital accepted as '"good" is—though accomplished 
and professional in a musical sense—aimless, conventional, and inex¬ 
pressive dramatically. Recitalists' attitudes toward the art of acting in no 
way match their musical and vocal standards, which have kept pace with 
the latest research. Having no real acting tools, 

but determined to act, inexperienced singers substitute conventional 
planned gestures and facial expressions for true spontaneous feeling . . . 
or, the singer may truly experience real feelings, but his lack of acting 
training has given him no channels of his own for its expression. ... Fi¬ 
nally, the singer plays to the house because his entire training and per¬ 
forming experience has been audience-directed. He has been taught to 
“express," to "project," to "communicate," so he develops an over¬ 
riding concern for immediate audience response. 

Or he gives up at the enormity of the problem and does nothing, 
which is only slightly better than doing something "hammy." The results 
of these misconceptions are unfortunate and embarrassing on the recital 
stage: they rob the artist of the inner truth and concentration that is the 
hallmark of a great artist. 

As important as it is, the understanding of the song's inner life is not 
the whole story (see Chapter 6, Recreating the Song, and Chapter 10, 
Text and Subtext). In order to communicate this understanding, the 
singer needs acting technique. The ability to discover the inner score is 
fed by musical, vocal, and literary maturity, but to execute it takes dra¬ 
matic ability. 

The key word on stage is spontaneity. To create that spontaneous mo¬ 
ment is the actor's task. His technique, training, and experience teach 
the actor to recreate each event as something new and fresh. Acting is a 
constant re-discovery. 

To be sure, a well-trained singer may be able to convey passion with 
his singing voice, and very well, too, but he would have more to give if 
he were trained to summon it. A singer who has neither flair nor experi¬ 
ence can, with acting training, learn to create spontaneity on stage. 
Because the recital is made up of a series of small dramas, the recitalist 
has an obligation to make each song seem to be born of the moment. 
This is the essence of artistic spontaneity. The singer is often led, by the 
surge of the music he sings, by the sensuous sound of his own voice, and 
by the effort he makes to sing, to believe erroneously that he must be 
communicating. Moving beyond this barrier to real communication 
necessitates some schooling. 
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Young singers often feel a compelling need for high artistic standards 
to which they can aspire. Rightly so. Yet the problem of avoiding out- 
and-out imitation of an acclaimed artist's interpretation while at the 
same time putting together personal criteria for styles of performance 
and worthy musical practices is a perplexing one. Many singers make it a 
point to avoid listening to recordings until their ideas about interpreta¬ 
tion have been fully formed. Others deliberately listen to every recording 
available before beginning work on a new piece. Soon after winning a 
prestigious international piano competition, one young artist defended 
the latter procedure by declaring that he must hear what other artists 
have done with music before setting to work on it. He described his phi¬ 
losophy thus: let the music speak for itself. Therefore, he does whatever 
he has to do to entertain his audience on the highest possible artistic 
level. Nevertheless, emulating a mature artist's command of style must 
not be confused with copying his interpretation. Young singers seem to 
have more of a problem with this than more mature and experienced art¬ 
ists. Perhaps each method should be tried and the results weighed by the 
student and his teachers. 

Methods for vocal training are different than those for acting in¬ 
struction. 

The training for the singer is almost the antithesis of the actor's train¬ 
ing. The singer is trained to place each note in its correct place; the 
breathing must be precise, the pitch accurate, the rhythm exact. The 
voice must have the technique to execute the detailed musical demands 
of the composer. . . . Control is the key word for the singer. . . . But the 
very controls so needed for singing seem to get in the way of good act¬ 
ing. Ideally a . . . singer ought to be spontaneous in his acting and still 
be able to maintain necessary vocal control. 

It rarely happens that natural singing and acting talents are present 
in the same person. This capacity for "controlled freedom" cannot be re¬ 
garded as something that goes hand-in-hand with a singing voice. It is 
foolhardy to rely on a miracle, rather than real training. Would a singer 
try to learn to sing, avoiding vocalises throughout the process, and 
trusting to public performances to teach him his craft? 

Where and how does the young singer get acting training? Let us 
tread on a few toes by stating that the usual workshop is usually not suf¬ 
ficient. This does not reflect on the director's ability, but on the exigen¬ 
cies of time. There is not enough time in the usual workshop class to 
teach acting skills because the public performance toward which the in¬ 
struction is heading is so critical. Students and young singers are most 
apt to find proper acting guidance in the systematic training courses of 
professional acting schools. The vocal and musical needs of students are 
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served in colleges, but if professional acting training is not available stu¬ 
dents should take advantage of the resources of the drama department. 

How will good acting instruction serve the singer in arenas geared 
largely to musical and vocal values? 

First, the actor-singer will learn how to prepare his acting instrument as 
he prepares his vocal instrument; second, he will learn the basic prin¬ 
ciples of good acting as he learns the basic laws of good singing; and 
third, he will learn how to perceive and solve for himself the dramatic 
problems of the music he undertakes. . . . Moreover, this preparation 
will be both solid and flexible enough to permit him to carry out any in¬ 
terpretation. ... He will no longer ask such questions as, "What do I do 
with my hands?" "How do I stand?" "Where do I look?" "What should I 
think about?" He will have learned to answer them himself or even 
never to have to ask them. 

We believe that this training should initially be carried on separately 
from singing, beginning with the first intimations of serious interest in a 
singing career and continued through the time when a singer is capable of 
managing the two disciplines together. We suggest that in a four-year 
drama course for singers the freshman year should ideally teach acting 
techniques and body freedom, not singing; the sophomore year should 
teach acting in songs only; the junior year should teach acting in arias, 
duets, and ensemble scenes; and the senior year should find the student 
capable of anything from opera to full recitals. 

One cannot ignore the belief shared by some teachers and coaches 
that, unless a student is gifted with both talents, it is neither possible nor 
necessary to combine great acting with great singing. Even Stanislavski 
suffered from the proponents of pure singing who did their best to prove 
that a singer with a real voice does not need any training in acting. We 
believe, as do Mr. Witcover and Ms. Gabriele, that ''good acting coming 
from a totally free and expressive body truly helps the singer to sing bet¬ 
ter." The subject of dramatic training cannot be left without mentioning 
body movement and dance classes that are so important to the actor/ 
singer's free and expressive body. (See Chapter 6.) 

The artistic demeanor expected of a singer is an elusive combination 
of dignity and glamor; the same might be said for the singer's physical 
appearance, social demeanor, and apparel, on stage and off. What the 
public expects of a singer in terms of social obligations and attitudes is 
probably best learned from experience or from one's teachers. Personal 
recital strategies (which are outside of musical, vocal, and dramatic 
skills) include all the attributes of acknowledging the accompanist, 
speaking from the platform, dealing with stage fright, and learning cor¬ 
rect health habits. Stage presence, that most intangible element of recital 
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conduct, depends not only upon competence but also such individual 
qualities as flair, ease, and charm. All of these can be learned the hard 
way, by experience, but the more sensible way is to learn them from 
your teacher, reinforced by the discussion of recital tactics in Chapter 8. 
Practice them during the rehearsal-concerts, then improve your com¬ 
mand of them by actual performance experience. 

These types of learning and preparation are often emphasized by the 
teacher. While accepting this in theory students often choose to ignore or 
delay this type of structured preparation either because of lack of judg¬ 
ment as to time priorities, or because of simple youthful overconfidence. 
Instead of practicing how to bow, students in many instances prefer to 
extemporize at the concert. Instead of memorizing their programs early 
in the game and routining them for the sake of security, students often 
opt for cramming during the last week. Instead of studying the text in 
depth to identify completely with the emotional content of the song, 
students frequently choose to '"wing it,'' believing that the audience will 
provide inspiration. ("When I get in front of an audience, it just comes to 
me!") Indeed, some of it may, but never as well as it might have, given 
repetition with guidance. 

Such behavior is risky business for a young singer! It is folly to take 
these professional and procedural matters for granted. Wearing concert 
attire at least once while rehearsing (and certainly for the rehearsal-con- 
cert!) is absolutely necessary, if only to make sure that the stresses and 
strains of the fit do not interfere with the singing. The easy grace so 
vaunted by the audience and the critics does not come to one who is 
struggling for the first time with a new, confining gown or dress shirt.^ 

Entering and leaving the stage are not matters best left to chance. 
Nor should bowing or acknowledging the accompanist be totally impro¬ 
vised on stage by a young singer. In the absence of recital experience, on¬ 
ly practice will give ease and authority, buttressed, of course, by experi¬ 
ence and time. 

The same can be said for talking from the stage. An easy naturalness 
seems simple to achieve, but young singers must not rely totally on the 
inspiration of the moment. Routining these procedures and disciplines 
repeatedly during rehearsal-concerts will give the same results as learning 
them in public—but much earlier. 

Nervousness can be dealt with at least partially by design. What 
does not solve the problem is ignoring it, with the hope that experience 
will solve it. (See Chapter 8 for a fuller discussion of all procedural 
matters.) 

During the rehearsal, it is essential to check the lighting and acous¬ 
tics. It disturbs one's preconcert equanimity to deal with these details 

3. An outside opinion (perhaps even professional help) should be sought when there are 
any questions relating to questions of dress. 
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under the stress of the last moments. Looking into spotlights while sing¬ 
ing and communicating must be practiced before the concert! What exer¬ 
cises and how long to vocalize on the day of the concert must be prac¬ 
ticed before the concert! What exercises and how long to vocalize on the 
day of the concert must be practiced before the recital! Planned encores 
must be practiced before the recital! All elements of the interpretation— 
truthfulness, motivations, plastics—must be practiced repeatedly before 
the recital! 

The natural singer, because of a genuinely superior talent, is probably 
the personification of youthful overconfidence that leads to optimistic 
assumptions of infallibility. Yet the record demonstrates that such vocal 
(or pianistic) facility may prove under nervous stress to be fallible. Lest 
these exhortations to prepare carefully seem unceasing and doomsaying, 
we hasten to offer suitable retribution. Youthful overconfidence has its 
virtues. Audacity, sensory and mental flexibility, courage, alertness, and 
resiliency, not to mention physical endurance, the ability to learn quick¬ 
ly from mistakes, nimble reflexes, energy and enthusiasm, eager accept¬ 
ance of challenge—all of these qualities bespeak youth. 


PROGRAMMING 


The Y oung Singer 

Standards of good programming apply as consistently in young per¬ 
sons' recitals as in those of more mature artists. Thanks to the wealth of 
great song materials in all languages, dull programs can easily be 
avoided. At the same time, care must be taken not to tax young singers' 
technical capabilities. It is cruel to expose students to the public when 
they are not yet qualified. 

Teachers of those very young singers who have no knowledge of lan¬ 
guages other than English should refrain from crowding them with a 
wearying weight of study which might possibly negate their enthusiasm 
for singing. Songs in Italian, a language relatively easy to learn, should 
be used early in their development since they parallel their vocal growth. 
Songs in French and German may be added in time, as students, their in¬ 
terest sparked by language courses, become capable of assimilating 
them. During these formative years, songs drawn from such collections 
as the Weckerlin "Bergerettes," old Italian classics, Elizabethan songs, 
and English folk songs, are best for the young singer. 

4. One of the better collections of songs for young singers is Arthur Ward's Singing Road 
series available for all voices from Carl Fischer. 
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We do not feel that Schubert Lieder, which are often given to young 
students, are the best choice for their earliest forays into song literature. 
To sing a Schubert Lied in a manner befitting its substance demands the 
ultimate in interpretive ability. Most of Schubert's songs are strophic or 
at least semistrophic in form, as opposed to the songs of Wolf, for in¬ 
stance, whose texts are vividly and specifically illuminated by the music 
and whose musical and interpretive markings are abundant and explicit. 
A personal approach to dramatic accent, rhythmic inventiveness, imagi¬ 
native dynamics, and dramatic involvement, are just some of the de¬ 
mands required of the singer who performs the music of Schubert. Sung 
without an insightful and original analysis of the text and music, even 
this great composer's works are rendered dull. Old Italian arias and 
songs are traditionally given to young singers precisely because these 
songs depend for their effect upon the very attributes most likely to be 
found in a talented young singer—vocal beauty and musicality. 

Many great composers have written songs specifically for young 
singers. They have also composed songs that only coincidentally require 
fewer skills. Why ignore the easy songs of composers whose vocal music 
is generally thought of as difficult?^ When searching for repertoire for 
young singers, do not assume limitations that may not in fact exist, espe¬ 
cially since young singers respond with great enthusiasm to songs by the 
major composers. 

A traditional program is well suited to young artists. Its demands 
can be regulated. Its fixed format guarantees variety in languages and 
style. Although another language and another style add to his burden, 
their presence on a program effectively relieves young singers of another 
difficult responsibility, that of having unremittingly to maintain audi¬ 
ence interest. Young recitalists are simply not ready for a specialized pro¬ 
gram that demands advanced ability in all disciplines. The traditional 
program, on the other hand, works to their advantage. 

When young singers choose to compile a group of American songs as 
their last group, they must be careful that it does not become a catch-all 
of time-worn, overly popular, and often musically poor songs. This 
practice yields a group fatally without unity. On the contrary, the group 
should be a miscellany of good songs that ensures a climactic arrange¬ 
ment, variety with unity, and a good fit within the program design. 

As a singer matures in years and experience, beginning to realize that 
she is in every way best suited to one particular musical style within the 
recital sphere, she may decide to specialize. She may also be in a position 
because of her ethnic alliances, her association with universities, her so- 

5. Bach's Anna Magdalena Notenbuch is one such example, even though some of the songs 
included are wrongly attributed to Bach. Mikrokosmos (Bela Bartok), which children 
seldom consider difficult, supplies an example of piano music in this category. 
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cial background, her national or local origins, or her former travels, to 
create a good following for her special art. It is then that she may realis¬ 
tically envisage becoming both expert and recognized within her chosen 
musical sphere. When such a decision toward specializing is made, it is 
important that the singer accept these three responsibilities: (1) to search 
out her special audiences; (2) to intensify her intellectual involvement in 
that specialiield; and (3) to immerse herself completely in that specialty. 

It does not make good sense for a young singer to decide to specialize 
too early, however. She should sample all performance styles and gain 
what overall versatility she can. Then she will be equipped with the judg¬ 
ment to assess carefully in what area to specialize, mindful that only in 
large cities and universities can she find an audience for specialized 
programs. 

Home-made cycles described in Chapter 13 are immensely valuable 
for young singers. Not only do they introduce the young singer to the 
performance practices of the song cycle form, but they also challenge his 
imagination by offering him a chance to invent a cycle idea. Renaissance 
and Baroque music are equally valuable because these styles engender 
less emotional involvement than, say, songs from the Romantic era. 
Ensemble music from whatever period (as described in Chapter 12) bene¬ 
fits the young singer in many ways, such as teaching him how to share 
performance responsibilities. Most of these benefits could be described as 
the theatrical possibilities of ensemble music—the larger number of par¬ 
ticipants, the potentialities for visual techniques (such as lighting), and 
the integration of more than one art (such as dance). Other types of 
ensemble music such as joint recitals and duet recitals offer similar 
challenges to the young singer, such as relating plastically and textually 
to another singer. 

What is the optimum length for a beginner s recital? The oft-quoted 
cliche, “Leave them wanting more!“ is probably more a propos to the 
young singer than the older one. The young artist need not be in a hurry 
to construct a monumental program. He has time. Later in his career, 
having attained greater versatility born of his artistic and vocal maturity, 
he may expand his musical horizons and risk a longer program. Mean¬ 
while, shorter is better. 


The Studio Group Recital 

In the opinion of Paul Hartman, former manager of a professional 
opera company, “young singers are ill-advised on such matters as pro- 
gram-selection, proper research, and presentation approaches, if they are 
advised at all.“ How does a young singer improve herself in the absorb- 
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ing but difficult art of the recital? Only an exceptionally foolish teacher 
would allow a very young singer to perform a complete recital of any 
kind before years of steady application. Such a climate for development 
can be found in the studio recital—the place of apprenticeship where a 
singer begins to learn her craft. Her progress closely watched by her 
teachers, she learns recital procedures and begins to acquire confidence. 
Here she experiences for the first time the satisfaction of achievement and 
the frustration of failure. Here the teacher measures change and takes 
mental notes of areas that need further work. 

The best private teachers and coaches schedule a yearly or semi- 
yearly student recital, usually in their own studios, to be performed for 
families and guests. Colleges do the same, utilizing the libraries, the dor¬ 
mitory parlors, the lecture halls, or the auditoriums. Students of one or 
more voice teachers perform under semiformal conditions. Each per¬ 
forms one, two, or at most a group of songs, depending upon his graded 
ability. The studio recitals are primarily useful for students in freshman 
or sophomore terms. 

In his junior year, an exceptionally talented student may share a re¬ 
cital program with another student. This may well be their first experi¬ 
ence in a formal situation. Colleges generally require voice majors to per¬ 
form a full solo recital. In any academic year, most serious young singers 
wisely take advantage of studio recitals whenever they can in order to 
sharpen their performing confidence. 

Programming of the studio recital presents only one problem. Hav¬ 
ing on hand some twelve to twenty young singers, all of whom have 
chosen songs independently, unity of any kind is practically impossible 
to achieve. Many audiences understand this and accept it. Still, princi¬ 
ples of good programming should apply whenever possible.^ 

Visual and vocal variety are supplied by the very number of singers. 
Unity is the problem. The following are offered as unifying themes: 

1. A studio group recital devoted to the music of one composer, 
such as Schubert, or any composer whose work is prolific and diver¬ 
sified 

2. A studio group recital devoted to the music of one country, such 
as Italy, or any country whose song output is extensive 

3. A studio group recital devoted to the music of one era, such as the 
Baroque, or any other era 

4. A studio group recital devoted to one or more literary characters 
who appear in many songs, such as one half devoted to songs about 

6. In a studio recital a familiar operatic aria is acceptable because its inclusion serves a 
special purpose; that is, it affords a singer whose operatic studies coincide with his song 
studies an opportimity to make a trial-run in a public concert. 
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Mignon (or Gretchen) and one half to songs about Orpheus (or Bac¬ 
chus), thus serving both male and female voices 

5. A studio group recital devoted to religious literature, such as 
geistliche Lieder by various composers, together with obscure can¬ 
tata and oratorio arias, or religious songs of any kind, including con¬ 
temporary versions 

6. A studio group recital devoted to groups of songs, each sung by a 
different performer, each in a differing language or musical style, 
each group following the same specific design, such as: (song 1) a 
love song; (song 2) a fun song; (song 3) a narrative song; and (song 
4) a character song (the advantage here being the possibility of cul¬ 
minating with a group in like pattern chosen from worthwhile pop¬ 
ular songs, for those students who are interested in this literature) 

Debut Recital 

A debut recital differs somewhat in its requirements from other recit¬ 
al programs for young singers. Each of the two debut recitals that follow 
will be preceded by some hypothetical data on the singer s background 
and succeeded by a short analysis of why the program chosen is suited to 
his or her particular capacities and professional situation. An examina¬ 
tion of these two programs and the relevant data leading to program 
choices will serve to point out the criteria critical to these decisions. In a 
debut recital, the program should be tailor-made to highlight the talents 
of the singer while not inviting invidious comparisons with more estab¬ 
lished artists. 

A REASONABLY WELL-ESTABLISHED YOUNG ARTIST 

Ann Roden, a lyric soprano, was the only child of two professional 
parents, born in a small, East Coast university town that supported 
many musical activities. She played the flute and sang during high school 
and college. At a major university she took a graduate degree in musi¬ 
cology, specializing in the Baroque era. Turning not away from musicol¬ 
ogy but toward singing, she immersed herself in acting training and 
dancing instruction to complement her already excellent musicianship 
and superior linguistic talents. She achieved notable success and some 
reputation in Baroque opera performance before leaving for Europe, 
where she sang oratorio and opera, principally Strauss roles and contem¬ 
porary repertoire. She has since returned to America, where her prestige 
has mounted. Sponsorship by a private individual has made it possible 
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porary repertoire. She has since returned to America, where her prestige 
has mounted. Sponsorship by a private individual has made it possible 
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for her to make a New York debut recital. Thirty-two years old, she is 
married, has no children, has a beautiful, graceful figure and an attract¬ 
ive, strong face that reveals her intelligence and artistic nature. She is 
elegant, extremely feminine, and has a somewhat cool, patrician per¬ 
sonality. 


Program Organization for Ann Roden's Recital 

The choices made for the first half of this program made it possible 
to showcase Ms. Roden s phenomenal fioratura, superior musicianship, 
as well as her true dedication to and expertise in Baroque music. The 
Babbitt composition, showing her grasp of contemporary literature, is 
wisely placed between the quiet and wistful Ravel that highlights her 
beautiful command of French and the full-throated Strauss that serves as 
a powerful ending. The special training for Strauss roles that she received 
during her operatic sojourn in Germany equips her with a better than 
average feeling for the Strauss style. 

A RECITAL-AWARD PROGRAM 

Gary Lethbridge, a tenor, comes from a large family that shares an 
amateur interest in music. He was born in a small mountain town in New 
Mexico. He attended the University of Colorado, where he began his real 
singing and musical training. He later went to San Francisco to continue 
his studies. During his army duty in peacetime Korea he was fortunate 
enough to be able to study with a German-trained Korean mezzo- 
soprano and to travel to Japan, where he also studied. Encouraged by his 
success in singing Western opera in Korea, on his return to the United 
States he relocated in New York City, where he promptly won an award 
entitling him to a New York debut recital. At the age of twenty-six Mr. 
Lethbridge is handsome, intense, and intellectually curious. He has a 
natural flair as an actor and is extremely personable, with an easy and 
eloquent speech. He is determined to achieve success in a singing career. 


Program Organization for Gary Lethbridge's Recital 

Mr. Lethbridge's intellectual curiosity has equipped him with a fair 
amount of versatility within the vocal repertoire of someone of his age. 
He himself searched out the Scarlatti, for which his excellent coloratura 
makes him especially well-qualified. His French is good and his commu¬ 
nicative skills are excellent—hence, the sophisticated Poulenc. The 
Haiku group is included for several reasons: (1) he has studied the form 
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A DEBUT RECITAL FOR A REASONABLY 
WELL-ESTABLISHED YOUNG ARTIST 

Ann Roden 

LYRIC SOPRANO 

I. Exulta, filia Claudio Monteverdi 

soprano and continuo 

II. Lucrezia(cantata) G.F. Handel 

soprano and continuo 
INTERMISSION 

III. Three Songs Maurice Ravel 

D'Anne qui me jecta de la Neige (Marot) 

D'Anne jouant de TEspinette (Marot) 

Manteau de Fleurs (Gravollet) 

IV. Phonemena Milton Babbitt 

soprano and tape 

V. Befreit(Dehmel) Richard Strauss 

Hat gesagt - bleibt's nicht dabei 

(Des Knaben Wunderhorn) 

Cacilie(Hart) 
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A DEBUT RECITAL-AWARD PROGRAM FOR 
A YOUNG ARTIST 

Cary Lethbridge 

TENOR 


I. Vinto sono (La Statira) Alessandro Scarlatti 

Mostri dell'Erebo (La Fade Riconosciuta) 

Non vi vorrei conoscere (Criselda) 

Ergiti, amor (Sc/p/one nelle Spagne) 

II. Five Blake Songs Ralph Vaughan Williams 

tenor and oboe 

III. Metamorphoses (ViImorin) Francis Poulenc 

Reine des Mouettes 
C'est ainsi que tu es 
Paganini 

INTERMISSION 

IV. Haiku Robert Fairfax Birch 

Spring: 

First Dream; New Clothes; Rainfall In April; Even 
the Baby; On How to Sing 
Summer: 

What a Cooling Breeze; The Night was Hot; The 
Firefly; A Woman In the Twilight; Moonrise in the 
Eastern Sky 
Autumn: 

Autumn Breezes; Willows Weeping; The Cat; Au¬ 
tumn Leaf Temple; The Haunted Hut 
Winter: 

Last Night a Snowfall; Crescent Moon; Ah yes, 
Man and Wife; Waiting; Soft Snowflakes 

V. I Pastori (D'Annunzio) lldebrando Pizzetti 

Passeggiata (Papini) 

San Basilio (traditional Greek, trans. Tommaseo) 
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in Japan; (2) he frankly wishes to speak just a bit from the platform and 
(3) he would like to include a section by an American composer. The 
Haiku are an ideal solution. They represent an uncommon area in which 
he is unusually well-qualified; they are American compositions; and they 
afford him an opportunity to use his platform ease and personal charm in 
a logical and informal moment (even to the explanation of where ap¬ 
plause should not interrupt these exceedingly short pieces). The Italian 
songs are extremely well-fitted vocally to a young tenor, as well as un¬ 
usual enough not to invite comparisons with other, more experienced 
singers. Moreover, they are beautiful, worthwhile compositions that are, 
unfortunately, seldom performed. 


SAMPLE PROGRAMS 
FOR YOUNG SINGERS 


The following recital programs (followed by a commentary) are in¬ 
tended to be helpful in planning programs for young singers of various 
levels of undergraduate recital experience. 
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A TRADITIONAL PROGRAM FOR 
A YOUNG LYRIC SOPRANO 

I. A chi sempre ha da penar Alessandro Scarlatti 

(from Esagerazioni d'Envilla] [ed. Crussard) 

Ne men per gioco 

soprano with violin, double bass, and piano 

II. An Chloe (Jacobi) Wolfgang Amadeus Mozart 

Als Luise die Briefe ihres ungetreuen Liebhabers 

verbrannte (Baumberg) 

Warnung (anon.) 

III. Mandoline (Verlaine) Gabriel Dupont 

Prends garde! (Barbier) Charles Gounod 

Psyche (Corneille) Emile Paladilhe 

I Is etaient trois petits chats blancs (Lorrain) Gabriel Pierne 

INTERMISSION 

IV. Five Poems by Emily Dickinson Ernst Bacon 

It's all I have to bring 
So bashful 
Poor little heart 
To make a prairie 
And this of all my hopes 


V. from Chansons d'Auvergne Joseph Canteloube 

BaTlero 

L'aYo de Rotso 
Brezairola 
Passo pel prat 

Responsibility is shared with two instrumentalists in Group 1. The 
French songs are not excessively demanding. Although the young singer 
is exposed in familiar repertiore during the Mozart group, she could, if 
necessary, manage with good singing only. 
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A TRADITIONAL PROGRAM FOR 
A YOUNG MEZZO-SOPRANO 

I. Mermaid's Song (Hunter) Franz Joseph Haydn 

She never told her love (Shakespeare) 

A Pastoral Song (Hunter) 

Fidelity (Hunter) 

II. Due Canti Persian! Opus 8 (Khayham) Luigi Cortese 

mezzo-soprano with flute and piano 

III. Z/geL/ner//ecferOpus 103(Conrat) Johannes Brahms 

He, Zigeuner 

Hochgethurmte Rimafluth 
Wisst ihr, wann mein Kindchen 
Lieber Gott, du weisst 
Braune Bursche 
Roslein drei 
Kommt dir manchmal 
Rothe Abendwolken 

INTERMISSION 

IV. Antica poesia populate Armena (Zarian) Ottorino Respighi 

No, non e morto il figlio trio 
La Mamma e come il pane caldo 
lo sono la madre 
Mattino di luce 

V. Childhood Fables for Grownups Irving Fine 

Polaroli 

Tigeroo 

Lenny, the Leopard 
The Frog and the Snake 

The Cortese pieces are unusual and interesting; they also provide a 
rather unfamiliar ensemble sound — mezzo and flute. The Brahms cycle 
gives an effect of vocal and dramatic prowess without being as exigent 
as they sound. The Respighi folklike songs are extremely beautiful but 
vocally simple. 
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A TRADITIONAL PROGRAM FOR 
A YOUNG BARITONE 

1. Villancicos from the 15th and 16th centuries 

Dame acogida en tu hato (anon.) Esteban Daza 

(arr. Tarrago) 

Duelete de mf, Sehora (anon.) Miguel de Fu^nllana 

(arr. Tarrago) 

Tres moriscas m'enamoran Anonymous 

(arr. Lamaha) 

Gentil dama, non se gana (anon.) Juan Cornago 

(arr. Tarrago) 

Cinq Melodies Populaires Grecques Maurice Ravel 

(Calvocoressi) 

Le Reveil de la Mariee 
La-bas vers ITglise 
Quel galant 

Chanson des cueilleuses de lentisques 
Tout gai! 

Silent Noon (Rossetti) Ralph Vaughan Williams 

Orpheus with his Lute (Shakespeare) 

The Water Mill (Shove) 

INTERMISSION 

Meerfahrt (Heine) Robert Franz 

Was pocht mein Herz so sehr (Burns) 

Wandl'ich in dem Wald des Abends (Heine) 

Umsonst (Osterwald) 

Die Liebe hat gelogen (Osterwald) 

Sea Chanties Celius Dougherty 

Rio Grande 
Blow, ye Winds 
Across the Wide Ocean 
Mobile Bay 
Shenandoah 

The early Spanish pieces are used because they are unusual and 
because Spanish is a language that is easy to learn and comfortable for 
singing. The Franz songs, too often neglected, are useful to beginning 
lieder singers. 


III. 


IV. 


V. 
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A TRADITIONAL PROGRAM FOR 
A YOUNG TENOR 

1. I saw my lady weep John Dowland 

Fine knacks for Ladies 
Flow my tears 
What if I never Speed? 

tenor with guitar 

il. Geistliche Lieder Carl Philipp Emanuel Bach 

Morgengesang (Cellert) 

Passionslied (Sturm) 

Der Fruhling (Sturm) 

III. Chevauchee Cosaque (Alexandre) Felix Fourdrain 

Les Abeilles (Alexandre) 

Carnaval (Alexandre) 

INTERMISSION 

IV. L'eco (Poliziano) GianCarlo Malipiero 

Stornellatrice (Zangarini) Ottorino Respighi 

Ninna Nanna (traditional) Mario Castelnuovo-Tedesco 

Riflessi (Santoliquido) Francesco Santoliquido 

V. Twilight Fancies (Bjornson) Frederick Delius 

The Nightingale (Henley) 

Young Venevil (Bjornson) 

Not only is it helpful to begin the program with an instrument 
rather than voice alone, but the guitar sound in the untaxing Dowland 
songs allows the young tenor voice to be favorably shown in relief. 
Although all the repertoire used on this program is good for the lyric 
voice, which weight is typical of the young tenor, variety and interest 
come from the different dramatic outlook of each style and language. 
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A TRADITIONAL PROGRAM FOR 
A YOUNG LYRIC SOPRANO 

1. Un certo non so che Antonio Vivaldi 

Chiareonde 

Viene, vieni o mio diletto 
O servi volate 


II. Schenk mir deinen goldenen Arnold Schoenberg 

Kamm (Dehmel) 

Waldsonne (Schlaf) 

Erhebung (Dehmel) 


IN. Black is the color of my true love's hair 
Rose is a rose 
One morning in May 

soprano with violin 
INTERMISSION 

IV. From Four Exotic Countries 

Arabia: Adieux de I'hotesse arabe (Hugo) George Bizet 
China: Reponse d'une epousse sage Albert Roussel 
(Roche) 

Greece: Tout gai! (Calvocoressi) Maurice Ravel 

Spain: Les Filles de Cadix(Musset) Leo Delibes 


Howard Boatright 
Vernon Martin ■ 
Howard Boatright 


V. Irish County Songs 

The Lover's Curse 
I Know My Love 
I know where I'm goin' 

When through life unblest we rove 


(County Donegal) 
(West Irish) 
(County Antrim) 
(Old Air) 


This program is essentially traditional. Yet interest is created by the 
addition of a Schoenberg group, the inclusion of an ethnic group and a 
home-made cycle (From Four Exotic Countries), and the use of an in¬ 
strument. Romantic to a considerable degree, the Schoenberg songs are 
surprisingly undemanding both vocally and musically. 
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A TRADITIONAL PROGRAM FOR 
A YOUNG BASS-BARITONE 

I. Bois Epais Jean-Phi!ippe Rameau 

Air de Caron Jean-Baptiste Lully 

Air de Mars Jean-Baptiste Lully 


11. Minnelied (Holty) Johannes Brahms 

Sapphische Ode (Schmidt) 

Mein Herz ist schwer (Geibel) 

Standchen (Kugler) 


111 . 


IV. 


The Ballad of William Sycamore (Benet) Douglas Moore 

bass-baritone with flute, tronnbone, and piano 
INTERMISSION 


The Fair Garden (Borodin) 
Snowflakes (Brussof) 
Oriental Romance (Pushkin) 
Pilgrim's Song (Tolstoi) 


Alexander Borodin 
Alexander Gretchaninov 
Alexander Glazunov 
Peter Tchaikovsky 


V. when life is quite through with (cummings) 
Green Stones (Harper) 

Two Epitaphs (Herrick) 

Epitaph upon a Child that Died 
Another Epitaph 

Valentine to Sherwood Anderson (Stein) 

O When I Was in Love with You (Housman) 


Marc Blitzstein 
Alan Hovhaness 
Ned Rorem 


William Flanagan 
Juli Nunlist 


The Moore piece offers something unusual after the familiar 
Brahms. The Russian songs are done in English since it is doubtful that a 
college-age singer would be accomplished in Russian. 
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A JOINT PROGRAM (TENOR AND 
BASS-BARITONE) FOR TWO YOUNG ARTISTS 

The Man's Life 


I. FAITH 

[From Saint Paul] Felix Mendelssohn 

Now are we annbassadors for Christ 
For so hath the Lord commanded 
tenor and bass-baritone 

II. JOY IN LIFE 

Provenzalisches Lied (Uhland) Robert Schumann 

Mein schoner Stern (Ruckert) 

Hinaus ins Freie (Fallersleben) 

Der Hidalgo (trad. Spanish, trans. Ceibel) 
tenor 


III. DEDICATION 

Don Quichotte a Dulcinee (Morand) Maurice Ravel 
Chanson Romanesque 
Chanson Epique 
Chanson a Boire 

bass-baritone 
INTERMISSION 

IV. LOVE 

There Is a Lady (anon.) 

Sing Agreeably of Love (Auden) 

Don Juan Gomez (Coatsworth) 
tenor 

V. FUN AND ADVENTURE 

Colorado Trail 
Blow Ye Winds 
The Golden Willow Tree 
I Bought Me a Cat 

bass-baritone 

VI. ROVERS ON LAND AND SEA 

Les Gendarmes 
1 Pescatori 

tenor and bass-baritone 

Although music for this program is drawn mostly from the Roman¬ 
tic or neo-Romantic styles, interest and variety are achieved by the 
sound of two male voices singly and in duets, and by the use of group 
titles. The Rossini duet can easily be transposed into any comfortable 
key, should it prove a bit high for a young tenor. 


Norman dello Joio 
Daniel Pinkham 
Richard Hageman 


Celius Dougherty 
Aaron Copland 


Jacques Offenbach 
Gioachino Rossini 
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A DUET PROGRAM (MEZZO-SOPRANO AND 
BARITONE) FOR TWO YOUNG ARTISTS 

I. Herr, ich hoffe darauf Heinrich Schutz 

Musette Francois Couperin 

Capriccio Antonio Lotti 

I!. Sound the Trumpet (Ode for the Birthday Henry Purcell 

of Queen Anne, 1694) 

My dearest, my fairest (Pausan/as) 

No. Resistance is but Vain [The Maiden's Last Prayer] 

Shepherd, leave decoying (K/ng Arthur) 

III. Heimat gedanken Peter Cornelius 

Ich und dir 

Der beste Liebesbrief 

INTERMISSION 

IV. Ich wollt', mein Lieb' Felix Mendelssohn 

Gruss 

Abendlied 

Lied aus Ruy Bias 

Herbstlied 

V. Two Old Irish Airs Norman Peterkin 

Pastorale 

Soontree 

Group 1 is unified by the use of one early duet from each of three 
countries. The Purcell group furnishes an emotional change of pace. 
Two German groups are separated by an intermission. The final group 
provides duets on the light side and a second group in English. 
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GUIDELINES FOR PRACTICE 


1. A church group in your home town has asked you to give a recit¬ 
al after your college graduation. Write your publicity biography for this 
occasion. 

2. Arrange a student recital program for three undergraduate-age 
singers—soprano, mezzo, baritone—that opens and ends with a group of 
trios and includes a group of solos for each singer. 

3. From the programs given above, choose a program that is either 
suitable for your voice or simply interesting to you. Write appropriate 
program notes for it. 

4. Even if you dislike the idea of speaking from the platform, you 
may well one day find it necessary to do it. Choose from the programs in 
this chapter a group that lends itself for any reason to speaking. Prepare 
remarks containing information you wish to communicate. Create a 
clever, interesting, or charming way of conveying the facts that fits and 
reveals your personality. Make an outline of your remarks on file cards. 
Standing in your room (sitting will not do), practice aloud improvising 
on these notes. Soon, after some trials and many errors, this improvisa¬ 
tion will take on a pattern that satisfies in its effectiveness. Using infor¬ 
mation from your voice teacher or speech teacher (a speech course is 
highly recommended), practice in a larger room. Make your voice pro¬ 
ject to someone present. (For a real recital preparation from this point 
on, in each rehearsal routine your spoken words at the proper place with 
your accompanist.) 


The Singing Actor 


RECREATING THE SONG 


There was a time when a singer was not necessari¬ 
ly expected to be an actor, but this is no longer acceptable. A singer must 
be at once a musician, a singer, an actor (an interpreter, or a communi¬ 
cator, if you will). Music is an art that exists in time, an art that is always 
expressed in the present. A listener cannot, as can a viewer of a piece of 
sculpture, pause to converse, then come back to attentiveness later. Since 
written music exists only as a sort of blueprint, there must be a third per¬ 
son to re-create what happens between the composer and the listener. 
That person is you, the performer. Music, a circular art, begins with 
those who compose it and ends with those who receive it. As the per¬ 
former, the intermediary, you must be skillful, creative, and perceptive. 
The renowned director Felsenstein defined this philosophy during a lec¬ 
ture in 1963: everyone taking part in a performance is concerned 

with something so unspeakably significant and moving that he can com¬ 
municate in no fashion other than by singing."'^ 

We define the word 'Te-creatoT' used in reference to a singer as one 
who communicates what he or she believes is the essence of the music's 
meaning in such a way as if creating the song spontaneously at the mo¬ 
ment of performance. 

Any great performance is unique. To make this happen, the singer, 
like a musically sensitive detective, must ferret out the composer's per- 


1. "Putting the Human Being Back in Opera," New York Times, October 26, 1975. 
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sonal feelings toward the chosen text and the musical means chosen to set 
it. The recital singer must be conversant with various motives that have 
guided the composition of songs. Let us mention a few opposing phi¬ 
losophies. 

1. In the sixteenth century madrigal, the sound commonly reflected 
the word. William Byrd wrote that 'There is a certain hidden power in 
thoughts underlying words themselves. As one meditates on words and 
constantly considers them, right notes suggest themselves spontane¬ 
ously." 

2. Brahms constructed his melodies so that they would somehow 
represent the number of metrical feet in the poem. 

3. Cesar Franck believed that form and treatment should come out 
of the thematic material only. 

4. The Germanic tradition takes the position that the artist com¬ 
municates ideas by means of aesthetic measures that reflect his inner 
emotions and sensations. 

5. Impressionism asserts that it tries to render impersonally and 
with a minimum of infused thought the immediate sense impression of 
the composer. 

6. Schoenberg eschewed the "primitive imitation" betokened by the 
"outward correspondence" between text and music, taking his inspira¬ 
tion from the "inward correspondence" that he found in the sound of the 
text's first words—the idea behind the poem. 

7. Moussorgsky declared the task of music to be a musical sound- 
reproduction of not only the mood of passion, but also the mood of 
human speech. 

8. Wagner drained the values of dramatic speech into an abstract 
symbol, the leitmotif. 

9. Debussy felt that music began where words were impotent, that 
music expressed the "inexpressible." 

10. Appearing to take his inspiration from the text and its inner 
meaning, Hugo Wolf fused words and accompaniment into a single ex¬ 
perience. 

11. Stravinsky warned that music only seemed to express some¬ 
thing, but that in actuality it expressed only the present musical moment. 

12. Christian Wolff feels that music must be a "collaboration and 
transforming activity" turning "performer into composer into listener in¬ 
to composer into performer."^ 

13. Chou Wen-Chung finds single tones "endowed by nature with 
their own attributes and expressive potential."^ 

2. Peters Catalogue of Contemporary Music, p. 106. 

3. Ibid., p. 23. 
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That which separates the task of an instrumental re-creator from 
that of a vocal recreator is the existence of a text. Although the influence 
of the text on the composer may well have been one of degree, as noted 
above, it is virtually impossible for him to have been totally uninflu¬ 
enced by his text. Alfred de Musset, the great French Romantic poet, de¬ 
clared: "In the best verse of a true poet there is always two or three times 
more than what is actually said; it is up to the reader^ to supply the re¬ 
mainder according to his ideas, his drive, and his tastes." 

A singer's attitude toward words must therefore vary widely with 
epochs, styles, and composers' intentions. Theories of interpretation— 
how much and what kind—must be linked to the type of text employed 
and the composer's philosophy commanding his methods. Thus the sing¬ 
er's first task is to pinpoint exactly the composer's text-setting intentions. 
Oriented, he can then make the necessary and proper demands upon 
himself as a singing actor. 

Historically, the traditional procedures of text-setting never really 
obviated a singer's emotional involvement, just varied the degree. When 
compositional and poetic concepts changed radically in the twentieth 
century, however, such techniques as tone painting, vocal ornamenta¬ 
tion to illuminate certain words, musical expression of the subtext, musi¬ 
cal personality expressions, and programmatic representations of the ac¬ 
tual and subtext gave way to various sorts of nonverbal meanings. (For a 
fuller discussion of all text-setting techniques, including twentieth-cen¬ 
tury methods as they relate to interpretation, see Chapter 11. 

For practical purposes, this chapter will only discuss techniques serv¬ 
ing repertoire written mainly with traditional text-setting devices, where 
verbal meaning or connotation is central to the composition. The most 
important reason for limiting our discussion to music where interpreta¬ 
tion is fitting rests upon our conviction that the singer cannot function 
well as an interpreter without emotional commitment. Therefore, we will 
focus on how to plumb, your own interpretational depths and those of 
the text and the music.^ 

The text presents at once the greatest glory for and the heaviest 
burden on the singer. Every vocal technical decision to be made must be 
filtered through the demands of the text. This is the singer's responsibility 
to the poet. The singer must communicate to the audience what he be¬ 
lieves the composer believed the poet meant. (And he must come to a 
clear understanding of what means the composer adopted to illuminate 

4. Here, substitute "composer" and then "singer." 

5. We make no effort in this chapter to identify subtle but critical differences between 
interpretive demands exacted by, let us say. Baroque and Romantic styles. (These come 
better in person from the vocal coach.) This is not to deny that these demands must 
mesh with dramatic techniques in the final performance. 
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this meaning as he saw it.) To do this the singer must solve the literary 
meaning of the words and then relate them to the music. A singer is 
touched by a poem only if he truly comprehends the poet's unique ex¬ 
perience described in that poem. If his understanding of the words, their 
inflection and their nuance conflicts with the musical means selected by 
the composer, the singer must find a new solution. In addition, the text 
involves the singer with languages other than his own, with diction, pro- 
nounciation, nuance, and with relating his actual life-experience to a 
literary or poetic medium. In view of this, is it any wonder that singers 
differ so much from one another in their composite skills? 

The text provides impressive advantages, too. First, an empathy 
with the audience is easily and quickly created, since the words provide a 
clear common ground. Second, the range of possible meanings being 
somewhat circumscribed by a text, the music becomes more easily intelli¬ 
gible to an audience. It takes considerably longer for a French horn solo¬ 
ist, for example, to build a rapport with his audience, but the possible 
meanings of his music are limitless. 

Of the three kinds of vocal performance—opera, oratorio, and re¬ 
cital, mastery of which is sought by the well-rounded singer—the last is 
the most complex due to its wide range of musical styles and their possi¬ 
ble expositions. 


THE SONG AS A MICROCOSM 
OFDRAMA 


Believing that a song is a "microcosm of drama," Stanislavski in¬ 
sisted that students who would be opera singers begin their dramatic 
studies with songs. Many contemporary singers accept the dictum that 
an operatic singer must obviously be an actor but that "acting" is a dirty 
word where songs are concerned, "interpretation" somehow being ac¬ 
cepted as a more noble description. This stand is based upon such admit¬ 
tedly incontrovertible statements as "the body will reveal what is on the 
mind." While we agree in principle, let us point out that the mind must 
first understand and the body must first be freed in order to reveal. Such 
technique is not a natural gift. Real acting training equips a singer to be 
able to search out the inner meanings of the text and to communicate 
these meanings to the audience. Why must one be an actor when per¬ 
forming songs? Because there are words. 

Consider for a moment that in the course of a normal recital, a singer 
is as many people as there are songs on that program. The object of this 
"acting" exercise is to communicate a two- or three-minute slice of the life 



The Singing Actor 113 

of a particular human being in a certain mood atmosphere. Put another 
way, during the moments of the song the singer must be a specific human 
being in a specific mood, expressing specific thoughts. If that specific per¬ 
son can be seen to possess traits in common with the singer himself, then, 
as any actor knows, the job is far easier. All of the song's particulars are 
perceived by the singer through the clues provided by the music and text 
of the song. In short, he must seek out the human being! (For a thorough 
discussion of how to elicit, identify, and weigh the importance of these 
clues to the subtext, see Chapter 10.) This perception, together with the 
ability to communicate it to an audience, roughly equates to the elusive 
quality described as "artistry." 

As we have seen, Stanislavski believed that all songs, no matter how 
brief, contain the seed of a larger work. In every song is to be found a 
plot, a conflict, a solution, and an undeviating line of action, plus certain 
given circumstances, all leading to a "super-objective." Each singer-actor 
aims to gain the right understanding of the inner circumstances and to 
know how to choose the right colors—vocal, musical, verbal—in which 
to reproduce them. 

A narrative song is perhaps the easiest type of composition to cope 
with. It requires that you determine who you are, to whom the story is 
being told, and that you tell the story as that narrator. In a character 
song, to penetrate the meaning of the verses is comparatively simpler. 
The part one is playing and the emotions one is expressing are usually 
rather obvious. (A warning: playing a stereotype will not suffice as a so¬ 
lution!) The lyric song proves the most difficult to "unriddle" (a word 
coined by Stanislavski). Whereas a clear picture of who you are is rarely 
provided, the mood and the message are more apparent. To make such a 
song your own requires the utmost imaginative insight, clues to which 
are supplied by sensitivity to the words and music. Special attention 
ought to be paid to the dramatic exigencies of strophic songs. Each verse 
must be examined for the special characteristics that differentiate it from 
the others. 


Spontaneity and Planning 

The skill with which to communicate this essential core to your audi¬ 
ence is, however, quite another matter. Most singers untrained in drama 
have ample means to convey drama with their voices. But lacking dra¬ 
matic tools they fall back upon substituting planned gestures and facial 
expressions for true spontaneous feeling, or they cannot find the chan¬ 
nels for the true feelings they are experiencing during performance. The 
very controls required of trained singers make twice as difficult the spon- 
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taneity so avidly sought. Very few talented singers are born with an 
equal talent for drama. For those who lack a singularly rich dramatic 
talent or musical/literary perception, real acting training is the only way 
for them to truly overcome these limitations. The goal of simplicity and 
honesty espoused by conscientious actor-singers is just not given to all 
who acknowledge the objective. 

Stage director Frank Corsaro bids us to examine the history of 
famous singers. More than half of them were not paragons of flawless 
vocal excellence; they took vocal risks in order to suggest personal in¬ 
volvement with their songs. This is not to intimate that a flawed vocal in¬ 
strument is necessary to communicative resources, but rather that perfect 
singing is only one part of what an audience prizes. In order to escape be¬ 
ing merely half a singer, vocal skills must share the honors with the 
"'human being housing (the musician).'"^ A pity that neither Stanislavski 
nor the great singing actresses such as Mary Garden wrote down some¬ 
where a description of their innovative techniques for relating the actor s 
art to the art of music. Such a manual could compete for attention 
against the singers other hallowed reference books—mostly vocal 
methods and anecdotes of backstage trickery. 

A pitched battle is sometimes fought by singers over the issue of how 
much of the song's interpretation should be prepared and how much 
room should be left for spontaneity on the occasion of performance. Ac¬ 
tually, the experienced singer knows that there is little to argue. To leave 
the interpretation in the lap of the gods, waiting for the audience to 
"inspire" you, is courting artistic disaster. We must not fear that by ac¬ 
knowledging the place of reason and effort in the artist's work we 
divorce that work from artistry. A totally unprepared moment before an 
audience inspires only frantic thoughts such as "I ought to be doing 
something!" An artist can ill afford such indulgence. In our opinion, to 
plan or not to plan is not the question, but how much and how to 
prepare is well worth discussing. 

One might profitably pause here to relate the discussion about spon¬ 
taneity to a favorite thought of Stanislavski's, that a singer is more for¬ 
tunate than an actor. The composer provides him with the rhythm of his 
inner emotions. Actors must create this for themselves out of a vacuum. 
The singing actor listens to the inner rhythm of his song and makes it his 
own. The written word is the author's theme, but the music is the emo¬ 
tional experience of that theme. 

The crucial difference, therefore, whence springs the actor-singer's 
dilemma, is the very fact that, unlike the nonsinging actor who can cre¬ 
ate his own flexible time and space, the singer's far more complex chain 
of command insists that musical correctness govern dramatic truth. Even 

6. Frank Corsaro, Maverick (New York: The Vanguard Press, 1978) pp. 95-97. 
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if one admits that in the vocal arts a proper balance should give equal im¬ 
portance to music and drama, the implementation of this philosophy re¬ 
quires new investigation and stringent training. 

Viewed from this vantage point it seems ridiculous to assume that 
total spontaneity alone would ever tap the essence of a song. On the 
other hand, having done your preparatory analysis correctly and 
thoughtfully, and having uncovered the complex subscore of a song, you 
are then free to polish it, to render it more beautiful and lustrous. In 
short, take care to develop the sharp eye of an artist and the sensitivity of 
a poet-musician; then you will be able to go unerringly to the core of 
your song. 

The Iceberg Theory 

Part of the renowned Stanislavski Method embraces what is some¬ 
times known as the iceberg analogy. An iceberg has roughly seven-ninths 
of its mass under the water and two-ninths above the waves. Yet, when 
one regards the small chunk of iceberg, why the feeling of imminent dan¬ 
ger? Because the visible part does not move lightly in the water as an ob¬ 
ject of such small size ought to move. The viewer senses the danger and 
infers the existence of the hidden seven-ninths. Applying this iceberg 
analogy in reference to a song, two-ninths of a song's meaning is clearly 
presented to an audience by virtue of the words and the music. In an 
opera, the inferred seven-ninths portion of the meaning is perceived by 
the audience in the way the singer moves in costume among the props 
and relates to the other characters. In a song recital, the weight of this 
hidden seven-ninths is sensed rather than seen. Yet the audience will 
know when the interpretation has depth even though they may not be 
sure why they know it. 

Let us take, for example, the part of a young girl in an opera. Her 
youth is visible to the audience by the costume she wears, how the other 
characters treat her, how she walks, "pieces of business" given her by the 
director, even though the words of the libretto may not describe her as 
young. In a recital, even if a particular song is intended to appear as if 
sung by a young girl, none of the above methods are permissible within 
the recital tradition. Rather, you must rely on your own acting skills: 
you must know that you are young; you must feel young; you must sing 
as a young person. The audience may not be able to identify with any 
precise or realistic evidence that you are young, but it will be transmitted 
to them in that mysterious way born of your interior conviction. Here 
again is the hidden seven-ninths of the iceberg. 

Thus, an essential part of your dramatic preparation is to delve 
deeply into all possible ramifications of the character and mood of your 
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song. It matters not a bit whether all this will show to the audience. You 
will know it and your interpretation will undergo a major change be¬ 
cause you do know it. What you express (within the circumscribed tradi¬ 
tion of recital) will be true and sincere. With this groundwork you can 
truly trust in yourself and your spontaneous reactions. 

With regard to preparation, you must learn from experience to use 
your interpretive self under discipline. Sooner or later you will push your 
emotions all the way to real tears, discovering too late that you must 
tread the very delicate line between being uninvolved and being too in¬ 
volved. Mastery of your personal emotions must be carefully gauged in 
this preparation time so that you can be emotionally truthful but at the 
same time able to function. Virtuosity in the handling of your emotions 
is required. Entering into verses so completely that you begin to weep im¬ 
plies hysteria, not art, says Stanislavski. The creative capacity of a singer 
is a science. It requires study and development. Controlled ''uncontroT' 
must take its place alongside public 'privacy'' and "artless" art. 


TECHNIQUES 


In a song recital, when entering and departing the stage, and while 
accepting applause you are yourself, but while you are singing you are 
whoever the song calls upon you to be. When you play La Traviata, you 
are Violetta throughout the performance, but you may be twenty-four 
different people in the course of a recital program. Your goal is to take 
the audience with you—without benefit of scenery, sets, props, cos¬ 
tumes—to that specific fantasy land belonging to each new character. 

What actor's techniques are available to you as a concert singer? 
Your palette of actor's skills is very small, more limited at some times 
than others, and always dependent upon the particular musical style. 
Those actors' skills include the eyes and face, which should always be 
communicating; gesture, which is often not suitable; and body move¬ 
ment, which should be used very discreetly until later in the program, 
when informality increases. 

One can see that economy of means is highly important. In a way, 
dramatic techniques in recital and opera are as different as they are be¬ 
tween movie acting and stage acting; that is, one lifted eyebrow is im¬ 
mensely effective in a movie closeup but does not project with the same 
force from a stage. Dramatic means in recital work must not be used in a 
profligate and wasteful way. Subtlety is not merely tasteful; it is in¬ 
digenous to the recital style. 
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The concepts of subtlety and economy, however, too often translate 
into repression and constraint, which are but one step from inhibition. 
The following suggestion will allow you to commence your in-depth in¬ 
terpretive work on a broader, and therefore freer, scale. Practice the 
song as a dramatic scene at first. Use props, even a costume of sorts. 
Move about freely. When satisfied with this scena, reduce its size. Stand 
only in the piano curve and allow the experience of the larger scena to in¬ 
fluence your interpretation, now considerably more subtle. 

Before proceeding to survey specific techniques, we remind the 
singer that the voice must always come first. Nevertheless, the blame for 
the occasional failure of song recital can be attributed partially to bad 
communication with the audience. Our methods are not meant to be a 
substitute for good singing; they are designed only to "'prime the pump," 
to stimulate the flow of your own imagination. The following discussion 
of dramatic means is not intended to encourage the American singing 
population to execute the same body movement on the same specific bar 
of the same specific song. On the contrary, each example is merely an at¬ 
tempt to demonstrate precisely one possible use of the various actor's 
tools and to motivate the young singer's imagination to further self-di¬ 
recting use of these tools. Yet, we say again, these tools employed me¬ 
chanically in an empty, mannered show will accomplish nothing. They 
can only articulate a personal dramatic truth and sincerity already ar¬ 
rived at by hard work. (See Chapter 10 for a more detailed discussion of 
text and subtext.) When this basic work has been done faithfully, the 
body will reflect what is on the mind, as proponents of "natural" singing 
rightly insist. However, the personality will be highlighted only when ar¬ 
tistic development and acting technique have released it. 

Since the body is his instrument, it behooves the singer to make it as 
responsive as possible. One of the methods used for this purpose is the 
acclaimed Alexander Technique, followed by such greats as George Ber¬ 
nard Shaw, Aldous Huxley, and John Dewey, American actors' training 
organizations today use F, Mathias Alexander's discipline to achieve 
head-neck-torso alignment, which gives physical freedom, which in turn 
gives psychological freedom. Since singers, perhaps more than actors, 
urgently need physical freedom as well as psychological freedom, it 
seems very foolish for them to resist such necessary training. 

The Alexander Techniques embrace the following basic vocal prin¬ 
ciples: 

1. the relaxation of all unnecessary tensions 

2. attention to posture 

3. breathing 

4. establishment of automatic reflexes 
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5. guiding the development of the intrinsic muscles of the larynx 

6. the working concept of the independent functions between vowel 

and consonant formation and phonation. 

Although Mr. Alexander began his work in England, the American 
Center for the Alexander Technique is now located in three cities in this 
country: New York (227 Central Park West); San Francisco (931 Eliz¬ 
abeth Street); and Santa Monica (853-C 17th Street). 

Eyes and Face 

Let us now survey the various ways that the eyes and face express 
and communicate. First, if through nervousness or even by design the 
singer's eyes are frenetically moving about, the observer equates that 
helter-skelter movement with insincerity. In truth, of course, a singer 
could be totally sincere—but nervous. This movement gives the impres¬ 
sion, however unfairly, of not wholeheartedly believing in the words. 

^ Remember that the eyes can move separately from the head, or that 
the head can move and the eyes stay pinned. It is not necessary that they 
always move together; separate movement is very effective. 

Wolfs "Du sagst mir, dass ich keine Fiirstin sei," from the Italien- 
isches Liederbuch, furnishes an excellent example. As one studies the 
poem, the slight petulance of the protagonist's argument becomes evi¬ 
dent. It is clear that she is really speaking in person to the one who is, in 
modern vernacular, "putting her down." In a real-life situation one 
would vacillate between eye contact with the person being lectured and 
not looking at him directly. In order to prompt truthful petulance and 
anger, one can use to advantage the technique of placing the imaginary 
fellow to the left, keeping the head facing forward, letting only the eyes 
stray toward the left at salient moments to see how he is taking the nag¬ 
ging remarks, and letting the head turn left together with the eyes only 
when direct confrontation is logical. 

^ Eyes need not always be fixed at the audience's head level, or, for 
that matter, fixed at any particular level. On such a small scale, up-and- 
left gazing means something very different from down-and-center. 

One of the ways to build reality for yourself in singing Wolfs "In 
dem Schatten meiner Locken" is to consider where the loved one is sleep¬ 
ing. Logically, the singer (speaker) observes him from a bit above, and 
shadows the beloved with her tresses. There are two "places" identified 
in the words: the lower couch level where the beloved is asleep and the 
slightly different level occupied by the singer (speaker). What is more 
logical for the singer and supportive to her inner realism than to look 
slightly down and to the side while addressing the sleeping lover? 
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Similarly, in '"Wenn du, mein Liebster, steigst zum Himmel auf' 
there are two 'places'' clearly indicated: the feet of God where the lovers 
will offer their love, and God's beneficent eyes from which He regards 
them and makes the miracle of one heart out of two loving hearts. It is 
helpful to see inwardly the relative physical positions of what you are 
describing. The plastic reaction follows naturally. 

^ Abrupt changes of eye position signal something very different from 
slow traveling of the eyes. 

In the second song of Rossini's "Regatta Songs" the slow-moving eye 
positions dictated by the logic of the words are quite overt. This song 
describes the race itself. A slow sweep of the eyes beginning on the far 
right at the moment of the starting gun, continuously shifting leftward 
by minute degrees as the race progresses, and finishing on the far left im¬ 
aginary finish line only at the final moment of the contest—this slow 
sweep clearly delineates the singer's interpretive powers. 

In Brahms's "Vergebliches Standchen" a case can be made for the 
dramatic efficacy of placing "Sie" in an upstairs window and "Er" down 
on the street near the front door. Thus there will be more abrupt changes 
of eye focus without gross head movement as "Er" speaks looking up at 
the window and "Sie" calls downward to "Er." 

^ Eyes can focus far as well as near, and many points in between. In 
real life we do it constantly and unconsciously. This change of focus is 
very meaningful to the audience when the singer really sees his imaginary 
person or thing and truly relates to it. 

In the Rossini "Regatta Songs" there are many logical shifts from far- 
focused observance of the race off in the distance to close-up focusing on 
the gondolier's sweaty face. 

The beginning of Pizzetti's "I Pastori" (the poem written by Paris- ex¬ 
iled Gabriele d'Annunzio) describes in the present tense how it must be 
now (September) in the poet's beloved native Abruzzi mountains. This is 
incontestibly a moment where a reminiscing, nostalgic exile would gaze 
off into the distance conjuring up beloved memories. 

^ There are times when your eyes ought not contact the eyes of the au¬ 
dience. 

When the singer, for example, is busy in her dramatic and musical 
imagination being Gretchen at her Spinnrade, there is in her scenario no 
audience watching her. Therefore, the audience is, in a sense, a voyeur 
unseen by Gretchen. How the mood would be shattered if she were to 
signal abandonment of dramatic sincerity by looking into the eyes of her 
audience! On the contrary, in one of those narrative ballads of Loewe, to 
contact the audience directly as the story is being told to them would 
support the truth of the song. Here the audience is part of the nary 
scene as well as the real one. 
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Gestures 

What about gestures? Whether or not permitted by tradition in 
recital, a gesture is never successful unless it begins with a true, sincere 
intention. Only a consummately skilled actor can plan to use the same 
gesture in the same place and repeat it without looking faked and staged. 
Laurence Olivier managed to do this superbly in each of many perform¬ 
ances as Oedipus putting his eye out; the late, distinguished recital singer 
Jennie Tourel magnificently repeated the exact drunken movements each 
time she sang the aria from La Perichole. This practice, however, is not 
for everyone to try. We suggest the following rule to solve the dilemma 
of the gesture in recital: If in this song it is traditionally and stylistically 
feasible to use a gesture, and if in the moment of performance it seems 
natural to gesture, allow it to happen. Planning and/or practicing a 
gesture for a specific place is almost never successful. In addition, the less 
formal second half of the program, if anywhere, is traditionally and 
logically the more likely place for gestures. The end result of many mo¬ 
tions and gesturing is random and trashy. Restraint is utterly necessary. 
Most important, there is no beauty in a gesture or pose done for its own 
sake; there must be a compelling reason behind it. Stanislavski referred 
to beautiful poses that lacked all inner meaning as “ballet," an uncom¬ 
plimentary description. 


The Body 

^ The subtle use of the body gives the audience subliminal messages 
throughout the program, but big body movements must not be distract¬ 
ing or ludicrous. They are permissible only in certain songs, and then 
only in highly charged moments. "To insist that the body is not used in 
recital is nonsense," says Richard Flusser, director of the famed After- 
Dinner Opera Company. The free body emphasizes the points made by 
the mind. It is the singer s job to make these messages contribute to the 
interpretation rather than detract from it. 

It is almost unthinkable to contemplate beginning or singing through 
"Verschling der Abgrund meines Liebsten Hiitte" (Wolf) from a passive 
body position. The song is all fury and attack; there is no retreat in the 
entire thirty-two bars. The forward, active body positionnaturally ex¬ 
pressing this mood transmits the anger and threats to the audience dis¬ 
tinctly, without requiring gross movement. 

The shifting of body weight, without moving the feet at all, from a 
forward position implying activity to a backward position implying 
passivity is eloquent in another way. 
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In Debussy's "Chevaux de Bois," if one imagines himself to be riding 
on the merry-go-round horse, it is logical for the body to be forward, 
with the weight on the balls of the feet during the moments of enjoying 
the fast motion, as if urging the horse ever faster. Then the imagination 
can be fed further by retreating to a passive position, with the body 
weight on the heels during the introspective moments at the end. 

^ Equalizing weight on both feet gives the audience a different 
message. 

In the fifth song ("Evening Prayer") of Moussorgsky's cycle, 
Nursery, keeping the feet absolutely together and aligned reinforces to 
the audience not only childishness (adults scarcely ever stand with feet 
perfectly even) but the formal position of prayer (even adults consistent¬ 
ly address God from a physically symmetrical and formal position.) 

^ Actually moving the feet as well as shifting the weight gives an even 
bigger effect. 

Schubert's "Ganymede" furnishes an a propros example. At the end 
of the song, after articulating his wish to rest in the strength of his god's 
arms, the protagonist, just before he says "Ich komme!" can make a 
small step forward in his eagerness to ascend and to be united with his 
god. 

^ Touching the piano or, alternatively, standing well away from it 
sends a subtle, wordless message to the audience. 

A fitting example might be the Brahms "Lullabye." The bouyant 
touch of your fingers against the piano wood as the music begins feeds 
your inner dramatic image of touching the cradle whose rocking is 
distinctly identifiable in the accompaniment figure. "I'll Sail upon the 
Dog Star" (Purcell) is regarded by most interpreters as a song showing 
unremitting masculine strength. Standing well away from the piano will 
bolster this rugged independence in the eyes of the audience, whereas 
holding onto the piano would assuredly diminish such an impression. 

^ Actually leaning on the piano encourages an impression of in¬ 
dolence, casualness, perhaps even sophistication. 

Consider Poulenc's "Hotel" from Banalites. One fine way to put the 
audience and yourself into the "paresseux" mood marked above the first 
bar is to show by your indolent body position your intentions for today: 
"I do not wish to work; I wish to smoke." 

^ Touching the piano very lightly with one hand and then removing 
that hand is an intensely personal response to the inner life of the song, 
and, as such, is very evocative for the audience. The moments of 
touching are in a way indicative of a need for support, sometimes im¬ 
itative of an actual contact described in the words. 

Although very difficult to describe adequately (and impossible to 
plan), let us attempt to explain one singer's personal reactions to a very 
lyric song, "La Flute de Pan," from Debussy's Chansons de Bilitis. Dur¬ 
ing the initial part of the song, recollections of how the story started are 
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in the past tense. Quite naturally, as the recitation of past emotions con¬ 
tinues, the emotional involvement heightens and the verb changes to pres¬ 
ent tense as the protagonist relives the story. During the description '"he 
teaches me to play seated on his knees, but I am a bit trembling/' the 
need for a slight support calls for a gentle touching of the piano; when, 
finally, the loving moment ''bit by bit our mouths meet on the flute" 
gives its own support, the hand leaves the piano. That hand does not 
describe anything specific; it simply underscores the singer's emotional 
life underlying the words. Somehow the audience empathizes. 

Leaning back against the piano curve ever so weightlessly supports 
the dramatic message of a song. 

In "La Chevelure" (Debussy), for example, this action supports the 
sensual feelings described in the music and the poem—as if the piano 
were the bed upon which the couple reclined. 

Summing up the influence upon the audience wielded by body 
movements, we must not neglect the dramatic force an initial body 
stance taken upon or even before the opening bars can transmit. Passive 
or active, sad or happy, contemplative or desperate—all of these mental 
states can be transmitted with that first body position. This "body lan¬ 
guage" can be a great help to your interpretation and thus to your audi¬ 
ence's perception of the inner meaning or subscore that you have created 
for the song. 

One can surely hear, at this point, a inighty chorus of protestations 
indignantly insisting that Johannes Brahms, Claude Debussy, and Hugo 
Wolf do not need such assistance. True, but the singer does. The modifi¬ 
able physical aids for recital stage acting discussed here do two things for 
the singer: they help him to strengthen the truth of his inner dramatic 
convictions and they elicit from the audience a greater response than 
from severely limited traditional recital acting. 

To sum up, the ideal condition for you as a singing actor is one in 
which your have complete command of the musical and mechanical ele¬ 
ments (pitch, rhythm, ensemble, language skills) and almost total com¬ 
mand of the vocal technical requirements (what singer feels he or she has 
total command?) Now you are free to give ninety percent emotional sin¬ 
cerity, reserving five percent for those moments where you must bluff 
dramatically in order coldly and technically to control your voice or the 
musical ensemble, or cope with some difficulty of memorization, and 
dedicating the remaining five percent to inspiration. One of the truly 
great recitalists, Gerard Souzay, says, "Much as I believe in preparing a 
piece very well, I also believe in leaving a margin for last minute inspira¬ 
tion."^ The real performance is the present occasion, not an idealized per¬ 
fect performance. Leave room for spontaneity. Do not try to be "great"; 
just be real. 


7. The New York Times, February 16,1975. 
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Aphorisms setting forth the path for earnest and dedicated musicians 
abound- They state, for example, that one must seek out and observe 
with scrupulous fidelity all composer s intentions and that only virtuosic 
performance skills can properly illuminate these intentions. A heretic 
thoroughly briefed in the scientific method might suggest, however, that 
these statements are not incontrovertible. 

To illustrate the first point, let us refer to a venerated accompanist of 
many internationally acclaimed singers of the past. Coenraad Bos has re¬ 
counted experiences with Clara Schumann and Johannes Brahms that be- 
ly the sacrosanct quality of the composer's written notation. In "Friih- 
lingsnacht" and "'Widmung," even though a diminuendo had been 
marked by Robert Schumann, Mr. Bos was counseled by Mme. Schu¬ 
mann to continue the ecstatic intensity of the last vocal phrases through 
the piano“postlude to the end. Speaking from long practical public ex¬ 
perience, she explained that otherwise the total artistic result would be 
weakened. 

On two other occasions within one month, Mr. Bos played the 
Brahms "Vier ernste Gesange," at which performances the composer 
himself assisted. At the first performance the last bars were sung in a di¬ 
minuendo as marked. On the second occasion, the singer felt it necessary 
to his interpretation to sing the last bars as a cumulative intensification, 
with even the piano continuing his crescendo, against the music as 
marked. Brahms, in his own words, found both renditions magnificent! 
All of which simply suggests once again that, however morally impor¬ 
tant it may be as a prerequisite, it is not sufficient to do the preliminary 
work correctly. One must learn to trust in the self and soar creatively. 


GUIDELINES FOR PRACTICE 


1. Stanislavski is described by Pavel Rumyantsev^ as making a dif¬ 
ferentiation between "working contractions" (those of the diaphragm, 
the intercostals, and the larynx, necessary for singing) and superfluous 
tensions, in his search for complete freedom from involuntary body ten¬ 
sions and pressures. To music providing eight beats for raising arms and 
hands and eight beats for returning them to original position, work to 
achieve— 

a. the relaxation of wrist muscles until the hands freely hang; 

b. the relaxation of finger muscles until they dangle freely; 

8. Constantin Stanislavski and Pavel Rumyantsev, Stanislavski on Opera (New York: 

Theatre Arts Books, 1975), p. 4, 
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c. the freedom from tension while the arm raises to shoulder height; 

d. the ability to freely shake the lower arm from the elbow joint. 

Now return to the start and repeat with the other arm. To the same 
number of beats work on your legs. 

a. Stand on one leg and relax the foot of raised leg, especially the 
toes. 

b. Rotate the free foot. 

c. Relax the whole leg; rotate the knee gently. 

d. Raise the leg at the knee; relax the whole leg. 

Now put the weight on that leg; repeat with the other leg. Work on the 
neck and body trunk in movements tuned to the music. 

a. Throw the head front and roll it side to side by body movement 
only. 

b. Seated on a chair, relax the neck; throw the neck backward and 
let it roll, simulating a state of sleepiness. 

c. Seated, bend the body forward, waist free, arms dangling. 

2. It is clearly not possible to write as efficaciously about muscular 
awareness as it is to experience it first-hand from a skilled practitioner. 
Nevertheless, we present the following two exercises from the Alexander 
Technique (which we hope will stimulate the student to seek out the 
Maisel book [see Bibliography] or a class where it is available). 

a. Posture and alignment 

Let the neck be free to go forward and up out of the shoulders 
(up to the ceiling if standing; if reclining, back to the wall). 

Let the neck be free to let the head go forward and up out of the 
neck. 

Let the neck be free to let the back lengthen and widen. 

Let the neck be free to let the shoulders lengthen out of a free 
trunk. 

Let the neck be free to let the upper arm lengthen out of free 
shoulders. 

Let the neck be free to let the forearm lengthen out of free 
elbows. 

Let the neck be free to let the fingers lengthen out of free wrists. 

b. Relaxation 

Lie on a firm surface on your back. 

Start with a book about 1 and 1/2 inches thick under your head. 
Do as above. 
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After completing the section concerning the back, start with one 

arm at a time. 

Lengthen fingers into infinity. 

Above your waistline, let your stomach fall through to the floor. 

Raise the legs at the knee. Then lengthen from the pelvis to the 

knee. 

Lengthen from ankle to knee. 

Let the knees fall up to the ceiling. 

Lower the legs. 

Lengthen from the pelvis to the knee. 

Lengthen from the knee to the ankle. 

Lengthen the toes to infinity. 

Let the knees fall up to the ceiling. 

3. We remind singers who would not dream of trying to learn to 
sing without vocalizing that acting training relies on exercising, too. 
Stanislavski prescribed exercises in walking to slow music.^ Take only 
one step to two bars of an adagio tempo. Your objective is to change 
body weight without the slightest visible interruption, so that if you had 
a glass of water on your head you would not spill a drop. Gradually in¬ 
crease the number of steps per bar, maintaining smoothness, until your 
are almost running. Your aim: to walk with controlled and graceful 
pliancy. 

4. A brilliant stage director, costume designer, master lighting en¬ 
gineer, professional scenic designer, and respected acting teacher, the late 
Elemer Nagy of the Hartt College of Music in Hartford, Connecticut, 
gave an exercise to his New York class that he called ''the Jesuit exercise." 
His master, the great Max Reinhardt, had used it to extend the student's 
awareness of himself and others. The exercise supposedly served the 
Jesuit Society as a means of honing their capacity for insight into the 
other person's feelings. Nowadays, termed a "consciousness-raising 
device," it would probably serve the purposes of an encounter group. At 
the end of a day of normal activity, sit down alone and re-live each one 
of that day's encounters with other human beings. Repeat the conversa¬ 
tions aloud, trying to remember every word. Then try to fit yourself into 
the other person's body. Imagine that person's thoughts and reactions to 
the encounter. Search for possible hidden responses to the conversation, 
unsuspected by you at the time. The exercise will lead, in the absence of 
an acting class, to a sharper ability at discovering, understanding, or cre¬ 
ating an inner life for your song's text. 

5. Examine your mind: what relationship do you see between sing¬ 
ing and acting in a recital situation? Write a hundred words on the sub- 


9. Ibid., p. 6. 
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ject. This will clarify your convictions and opinions. We trust that you 
will then act upon them. 

6. Stanislavski recognized no beauty in the fact of a gesture or pose. 
An inner purpose was mandatory.Choose a gesture at random. Men¬ 
tally create a set of given circumstances that provide a real purpose for 
this movement. Follow through with a completed gesture which is a total 
action, paying close attention to muscular smoothness and lack of super¬ 
fluous tension. Try, for example, the gesture of reaching directly for¬ 
ward. (a) You are walking through an old-car lot; mountains of partially 
dismantled and wrecked cars surround the paths through which you 
walk; depressed by the sight, you suddenly come across a large, beauti¬ 
ful, red flower growing in the weeds between the two wheels of a car; 
finding it hard to believe, you reach forward to touch it. (b) You have 
been confined to your bed for several months with an illness; after a slow 
recuperation in the house, today you are permitted outside for the first 
time; spring has arrived; the day is warm and fragrant with scents of 
blooming flowers and new grass; you walk slowly and weakly behind 
the house where the rose bush is covered with blooms; you reach for¬ 
ward to touch a beautiful rose, as if it will reassure you of your ' alive- 
ness." This procedure is, of course, the converse of that in song prepara¬ 
tion where the situation is at least partially given by the text and the 
music. 

7. Imagination can be extended by exercising it. Choose an every¬ 
day routine action (e.g., shaving or making the bed). Do it twenty dif¬ 
ferent ways, each one impelled by a different set of circumstances that 
you create. Extend your fantasy as far as you can. For example (if you 
are a man): (a) you have been out drinking all night; you are far from 
sober; you have just time to clean up before going to work; you shave or 
(b) you are going out to meet a girl who has made you wait six weeks for 
a date; you shave. Or (if you are a woman); (a) you are sixteen years old; 
your mother has given you an ultimatum: one more day with the bed un¬ 
made and you cannot use the car for one month; you make the bed or (b) 
you are a poetess; you are composing a poem while making the bed. 

8. Choose an insignificant object on your person. Give it your 
sharpest attention. Articulate with imagination several relationships you 
might have with respect to it (e.g., shoelace). You see that it is very long; 
it often comes undone because the material is slippery; you remember the 
last time it untied itself in the presence of the girl next door you tripped 
on it and you were embarrassed; you castigate yourself for not replacing 
it earlier; you ruminate on this reinforcement of your known laziness. 

9. Choose a recording of a piece of nonvocal music that is not too 
familiar to you. Decide on a simple scenario. Listen to the music well, 
because its 'Tone" gives you the reason for doing what you will do and 


10. Ihid. 
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how you will do it. Search out your harmony with the music while acting 
out your scenario. Improvise. Let the music lead you to an idea of the 
type of human being you might be. Now create another scenario entirely 
different from the first. Proceed as before. Try to attach more than one 
possible meaning to the rhythms and melodies. Bear in mind that we are 
not hereby trying to put a program to absolute music. This is simply a 
method for extending your sensitivity to musical elements. You wish to 
find the thing that arouses your emotions, giving them fervor and vigor. 
You wish to truthfully evoke these feelings. 

10. Choose a song with which you are not too familiar that is in a 
language you speak. Read the text aloud. Now consider: by these words 
what do you wish to convey to those who are listening? Analyze all the 
ramifications of this text's meaning to you—the overt thoughts clearly 
articulated by the text, but especially its inner life. Shape with your 
imagination the state of being called forth by this poetry. Read the words 
aloud again. Continue until you are satisfied that the fantasy life you 
have created is as complete as you can make it. Now play and sing 
through the music and ascertain whether the composer agrees with you. 
Is your version of the logical significance of the text completely reflected 
by the music? If not, adjust your personal understanding of the subscore 
to reflect the message of the actual score. Remember that you are the 
poet speaking and the music is your means of communicating the inner 
life of these words. You must render the author's and composer's intent 
through your own emotions. This is why artists refer to this process as 
"making the song your own." Begin with these broad-based questions— 
they are the minimum list of questions to be answered about your song— 
and continue to the smallest details until you have sought every subtlety 
your mind can winnow out. Some answers will be facts; some must be 
intuited. First list what you know from the text in answer to the ques¬ 
tions. Then go back and write next to each answer what you believe is 
connoted by the music or your intuition, although unarticulated by the 
text. 

Who is it who speaks the words? 

Exactly where is he as he speaks? 

What does each of his five senses perceive of his surroundings as he 

speaks? 

Does he stay there throughout the song? 

If not, where does he go? 

Why does he go? 

What happened before he spoke? 

To whom does he speak? 

Is that person or object present? 

Exactly what does this person or object look like? 
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WTiat is the relationship between the speaker and the person or ob¬ 
ject addressed? 

Why does the speaker speak when he does? 

Why does he say what he does? 

What is his emotional and physical state at the beginning of the 
song? 

When does this change? 

Why does it change? 

Does the object addressed or observed stay the same throughout the 
song? 

If it changes, what is its exact description? 

What is the speaker's mental and physical condition at the end of the 
song? 

What happens after the text stops? 

What happens after the music stops? 

11. Choose a group of songs. For each song find all the concrete, 
overt images and pictures the poet has used. How does the composer 
show these in the music, if indeed he does? (For example, the text of 
"Wohin" speaks of a brook and you hear a brook. In Wolf's "Lied vom 
Winde" a wind is described in the poem and you hear a musical allusion 
to wind.) 

12. Choose several songs. Find the core of each song, that is, the es¬ 
sential element without which the heart of the song cannot be commu¬ 
nicated. (For example, in Wolfs "Du denkst mit einem Fadchen" the 
words clearly seem to be spoken with sarcasm, but aimed at getting at¬ 
tention rather than taking revenge with wounding remarks. In Debussy's 
"La Chevelure" the passion clearly felt with both words and music must 
be heavily sensual passion. In neither song is it sufficient to presume a 
general and simplistic attitude—the Wolf piece is not about sarcasm and 
the Debussy piece is not about love. Absolute specificity is necessary. 
Come to your conclusions by trying out the words in various ways. 
What does the music tell you about the inner meaning that the words do 
not spell out but that the composer who then wrote the music perceived 
accordingly? In this way you can zero in on the core of your song. 

13. These three songs contain poetic images for which you must 
have a real understanding. 

De Greve (Debussy) 

Les Roses dTspahan (Faure) 

Le Paon (Ravel) 

If you have seen the seashore at twilight, the clouds gathering for a 
storm, an English watercolor, you have no problem. If not, you must go 
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to the seashore at twilight (one being nearby) and see for yourself, or you 
must seek out a description or a painting that makes you understand this 
image completely. What does the city of Isfahan look like? Have you 
been to Iran? Can you find a picture of these famous roses? Have you 
seen a peacock? You can easily find a color picture. Can you find a 
recording of a peacock's cry? These inner images, in the absence of first¬ 
hand knowledge, might come from poetry you have read, a ballad you 
have heard, books read, pictures seen, tales recited. The important thing 
is to leave no poetic image unexperienced by your inner eye. 

In the following songs where would you go to find the real experi¬ 
ence of these images? 


Der Feuerreiter 

Wolf 

Die Zigeunerin 

Wolf 

The Lordly Hudson 

Rorem 

Wild Swans 

Duke 

Die Zeitlose 

Strauss 

Friihlingsfeier 

Strauss 

Abldsung im Sommer 

Mahler 

Lob des hohen Verstands 

Mahler 

A Swan 

Grieg 

Proud Songsters 

Britten 

Seascape 

Britten 

Gruppe aus den Tartarus 

Schubert 

Nachtviolen 

Schubert 

Der Atlas 

Schubert 

Fantoches 

Debussy 


Check through your own songs for images for which you must find a 
personal experience. 

14. Using the traditional programs given in Chapter 4, discover the 
human being in each song, his characteristics and his background, both 
those given by text and music and those intuited by you. From this list 
try to formulate what qualities you personally have in common with 
each one. 

15. The verses of strophic songs are usually very similar in tone, one 
to the other. It takes hard work to find subtle distinctions between them. 
Analyze the text of the following two strophic songs. Now differentiate 
in any way possible between the verses—mood, plot, etc. 


Litanei 

Meine Wiinsche 

(Ein deutsches Kriegslied) 


Schubert 

Mozart 
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16. Choose a song on which you are currently working. Make a list 
of: 


a. what facts are given by the words; 

b. what facts are connoted by the words; 

c. what facts are implied by the music. 

Obviously your imagination and sensitivity must work harder to find 
implied meanings and implications as opposed to clear facts supplied by 
text. 

17. Using songs on which you are currently working, examine the 
songs for answers to the following questions: 

a. What is the object of your attention in each? (What exactly are 
you looking at or talking to or concerned with?) 

b. Does this change anywhere? If so, to what? 

c. Where might your eyes logically be on each occasion? 

18. Take a current song and answer the following questions: 

a. What does the music and text lead you to believe is the condition 
of this human being at the time of singing? 

b. What body stance might logically convey this emotional condi¬ 
tion? 

c. Does this condition change during the song? If so, to what? 

d. What might the body stance be that reflects this emotion? 

19. Take a current song and, having come to grips with your under¬ 
standing of the words and music, sing it down an octave without relin¬ 
quishing any sincerity or expressivity. 




7 The Accompanist 


The mode and manner in which Vogel sings and I accompany him, the 
way in which, during such moments, we seem to be one is something 
quite novel and unheard of for these people. 

FRANZ SCHUBERT 


GENERAL RESPONSIBILITIES 


A beautiful recital results from a cooperative effort among singer, 
accompanist,^ and voice teacher. The accompanist's work is to help the 
singer in preparation of all matters of interpretation, musical and liter¬ 
ary. In order to accomplish this, the singer's musicianship should ever be 
his concern. Paramount here is the matter of rhythm—the backbone of 
all music. Because the rhythm is often taken for granted by the singer it is 
frequently misused. It is within the realm of rhythm that most atrocities 
and many displays of bad taste occur. 

Every accompanist finds much joy in the work he does with a singer 
who is already a good musician, not only because he is spared the drudg¬ 
ery of pounding out the tune but also because he can get quickly to the 

1. The talents and equipment of both the vocal coach and the accompanist are usually 
combined into one person, the coach-accompanist. While respecting each profession as 
singular, from now on, for the sake of simplicity, we shall refer to the combined talents 
as one person, the accompanist. 
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more fascinating work of detailed interpretation. The valuable rehearsal 
time is thereby put to better use. 

A singer is, of course, within his absolute rights when he asks for ex¬ 
tensive musical repetition in order to routine himself thoroughly. 
Singers, possibly more than any other musical performers, are in need of 
adequate routining time. They depend upon repetition to gain security, 
and to find a balance among all the elements that constitute their per¬ 
formances: vocalism, acting, body control, and, above all, memory. As 
many performance elements as possible should become automatic in or¬ 
der to free the singer for those that are paramount at any given time. It is 
a propos to note that the German and French words for coach are Korre- 
petitor and r^p^titeur, meaning 'a pianist who repeats music." No good 
accompanist will ever begrudge his partner hours spent on necessary 
routine. If he does, he invites risks that may easily disturb his own per¬ 
formance as collaborator. (See Chapter 10.) 

Perfect teamwork between the accompanist and singer may not al¬ 
ways be noticed by the audience—it all seems so easy; but lack of team¬ 
work will be quite apparent. The amount of time the singer and the ac¬ 
companist spend in rehearsal is directly proportional to the success of the 
recital. There is no short-cut to the creation of a team—time and toil are 
the only ingredients. Commercial recordings of piano accompaniments 
without voice cannot substitute for teamwork. An impersonal disc can¬ 
not collaborate with a singer. Neither can two hours of rehearsal time 
with a local accompanist supplied for a visiting artist bear appropriate 
fruit, no matter how talented the two artists may be in other respects. 

Taped accompaniments made specifically for the singer by the actual 
recital accompanist to aid the singer in the process of memorization may 
prove of some help. At the very least, the musical ideas are made evi¬ 
dent. In the long run, however, nothing can really supplant live hours 
spent building true musical collaboration. 

The best vocal accompanists will readily admit that they have an 
abiding love for the human voice, believing it to transcend all other 
means of musical communication. An accompanist who is concerned 
with the song's piano part only is destined for failure in his work. Singers 
totally disdain the type of recital accompanist who would have preferred 
to be a piano soloist but was obliged to accompany in order to make a 
living. A love for the vocal line should indeed be present in actual per¬ 
formance since it is necessary for fully half, if not more, of the accompa¬ 
nist's attention to be riveted there. It is only then that he can be aware of 
every infinitesimal detail of the singing, whether it be a momentary vocal 
annoyance such as phlegm, a lapse of memory, a slight tempo adjust¬ 
ment, an inspired interpretive improvisation, or—if the preparation was 
thorough—a flight of unexpected musical magic, unprepared but insight- 
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fuL Moments of controlled freedom like these are worth all the work in¬ 
volved. 

The intelligent singer considers his accompanist his teammate in the 
recital. The singer will discuss both the music and the poem with him and 
ask for an opinion or two. In suggesting interpretive points, the accom¬ 
panist should be constantly aware of the technical resources of the 
singer, lest he at any time unwittingly interfere with vocal production. 
There may be occasions when he requires a fuller knowledge of his 
singers vocal status. Some discussion with the voice teacher often 
smooths the way. 

A good accompanist will have a deep loyalty to his singer in the stu¬ 
dio and in performance. Because the accompanist wants his singer to ap¬ 
pear in the best possible light at all times, he prepares himself to handle 
any musical mishaps, and in their work together he accentuates the 
singer s artistic strengths. Whereas in the studio the accompanist owes 
the singer the benefits of his opinions, in performance his demeanor must 
not so much as hint at criticism of any detail. His conduct there, demon¬ 
strating an obvious admiration and respect for the singer's artistry, must 
bolster the ego, and his attitude must radiate enthusiasm, cheer, and op¬ 
timism, giving comfort to those stressful moments before and during per¬ 
formance. 


Languages 


Singing in a given language presents several special problems that 
the qualified accompanist must be able to solve for his singers if called 
upon. The accompanist, therefore, should acquire a practical knowledge 
of the main singing languages: Italian, French, German, and Spanish. 
Without command of these languages he will be unable to deal with such 
important problems as metric spacing of words with double consonants, 
the complexities of elision, their metric spacings, the dramatic accent of 
anticipated first consonants, the correct execution in meter of vocalized 
consonants, problems arising from diphthongs, and problems of Italian 
triple syllables on one note. 

Sara Knight neatly summed up the accompanist's responsibility with 
regard to languages in a speech before the New York Singing Teachers 
Association, entitled "What the Vocal Coach Listens For": 

He should open the singer's ears to the challenge and pleasure of ab¬ 
sorbing the unique modes of expression in each language. For example, 
in English, not to accept the prosaic use of words, but to listen to the 
poetic imaginative expression of the great range of accents and colors in 
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our native tongue; in Italian, to hear the fluidity of tone, to understand 
the use of portamentos; in German, to understand the sentence struc¬ 
ture which often places the activating verb at the very end of a compli¬ 
cated thought and therefore demands of the singer great carrying 
stamina and to master the art of the Luftpause; in French, to hear and 
create a fine-line spinning of tone which is intense and concentrated 
without being tight and constricted. 

The average accompanist who collaborates with several singers and 
who has accumulated a large repertoire of song material becomes a valu¬ 
able source of music when the singer is in need of suggestions. David 
Garvey, the eminent American coach-accompanist, reminds us that the 
accompanist is in the best position to offer recommendations on match¬ 
ing personality with repertoire since he is both objective and aware of the 
singer's particular strengths. In program building he should be as in¬ 
volved in the exciting search for the best music as is the singer himself. 


The Page Turner 

The subject of the page turner, that quiet but alert body to the left of 
the accompanist, is a controversial one. Some advise the use of a page 
turner to facilitate the work of the accompanist. Others think that his 
presence on stage is an unneeded distraction for the audience. In any 
case, an accompanist who prefers to turn his own pages is compelled to 
find ways to execute the troublesome duty without mishap. Various par¬ 
tial solutions are to— 

1. memorize passages of music on the succeeding page until a conve¬ 
nient pause, stop, fermata, or chord of long duration allows easy 
turning; 

2. write out on staff paper those passages and place it to the right of 
the score; 

3. carefully and cleverly fake the left or right hand passage while the 
other turns.^ 


Performance Mishaps 


An accompanist uses music in a recital performance for two reasons. 
If he is a busy accompanist he will never have time to memorize all the 

2. Those who adamantly eschew faking of any kind should see Gerald Moore's book Singer 
and Accompanist, for the greatest accompanist's advisable takings. (New York: Mac¬ 
millan, 1954.) 
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music he must play. Secondly, he plays the important role of guardian 
against any mishaps during the performance. With the score before him 
he is better able to remedy the situation. During rehearsals he must en¬ 
sure a smooth public performance by noting various danger points in 
advance. 

Mr. Sonntag tells of a harrowing occasion: a well-known soprano 
who was singing "'Ah, perfido" by Beethoven took a wrong turn due to a 
memory lapse and jumped two entire pages to an identical musical 
phrase. Mr. Sonntag, forewarned by a similar lapse during a previous re¬ 
hearsal, turned to the final page without blinking and finished off the 
truncated aria with great flourish. Only those who knew the music well 
ever suspected the mishap, although the soprano on the way to the wings 
commented sotto voce, 'That certainly seemed short tonight." 

Nevertheless there are those occasions when any attempt to maintain 
a refined and dignified atmosphere is doomed to failure. Mr. Sonntag, in 
the story now to follow, takes full blame for what happened. The tenor 
William McGrath, having completed a noble Handel aria, was launching 
into a serious and difficult Hugo Wolf group. In the middle of the beauti¬ 
ful "Lied von Winde," Mr. Sonntag suddenly stopped playing. Nervous 
titters swept the audience. At the moment he had turned a page—and 
there was only a split moment to do so, due to a tricky chromatic run 
coming up—the loose page, caught by a momentary updraft, had sailed 
high into the air, landing some fifteen feet away from the piano. There 
was nothing to do but stop, recoup the errant page, and wonder whether 
to start again. Mr. McGrath calmly said to the audience, now close to 
hysterics, "I really don't think there is much point in trying that one 
again." 

The moral to these two tales is, of course: Be prepared. 

It is sometimes the practice for singers traveling on extensive recital 
tours to allow their accompanists to perform a group of piano solos at a 
given point during the recital. Reasons advanced for this practice are that 
the singer is thus afforded a moment or two of rest during the recital and 
that the audience is offered a bit of variety. 

If indeed any singer feels the need to rest during a recital (we don't 
believe it; most good singers want to sing on forever) then his technical 
equipment might be insufficient. Also, if he feels that some variety is 
called for during the program, then his ability to arrange an interesting 
and absorbing program might have been limited originally. Such practice 
is as much an affront to the ideal song recital as the addition of several fa¬ 
miliar operatic arias. This unfortunate practice, though certainly not as 
common as it once was, disturbs and weakens the song recital by inject¬ 
ing a foreign element into the evening's entertainment. Most acccompa- 
nists are rarely good solo pianists due to the nature, not the degree, of 
their talent. They are in these circumstances set at some disadvantage. 
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Also, the public has bought tickets for the vocalist's recital and is thereby 
deprived of hearing a full and comprehensive evening of song from the 
artist. 

When maximum rewards are the objective, collaboration is the key 
word. This implies a relationship somewhat like an ideal marriage- 
sharing points of view, weighing them, discussing amicably, occasion¬ 
ally giving in on a point with the sincere hope that the other way will 
work as well. But, as in any profession, one hundred percent perfect col¬ 
laboration between two workers is rare indeed. A realistic goal is to aim 
for the highest possible percentage. Far too often singer and accompanist 
do not in their discussions come to grips with just exactly what it is that 
they seek from one another. 

If a singer engages a pianist, wishing that he accompany and not 
coach—an unfortunate relationship in our opinion—it behooves the 
singer to make this wish known at an early date. If he does not clarify his 
wants at the outset he will consider any proffered suggestions as to inter¬ 
pretation a complete waste of time. Granting a more fruitful and happy 
collaboration between the two, wherein singer and accompanist listen, 
weigh, and accept each other's remarks, there still remains a need to ex¬ 
plain individual problems, set priorities, and agree upon certain time 
allotments for particular objectives. One of the best ways to insure a 
good working relationship is to start by spending a full session, or parts 
of several sessions, to ventilate opinions and discuss methods of attack. 
The accompanist's question "What precisely do you want (or not want) 
from me?" is a valuable one. In response, the singer would do well to 
clarify goals and explain any individual methods of study, at the same 
time asking the accompanist about his methods. Periodic talks of this 
kind accelerate progress and propose mutual challenges for growth. 

Other problems stemming from personality traits can be solved in 
similar discussion periods. A very young and inexperienced singer does 
not always know what to ask of his new accompanist, much less how 
and when to ask for it. Under such circumstances the accompanist had 
better assume leadership, albeit temporarily. One type of singer may feel 
shy, nervous, or fearful out of overreverence for an accompanist's mu¬ 
sicianship. Another, resenting the manner in which an accompanist 
phrases his suggestions, may develop a defensive attitude. 

Neither the singer nor the accompanist should ever dictate to the 
other. We speak, naturally of interpretive points. Incorrect rhythm or 
mispronunciations are quite another matter. To quote a singer of some 
renown: "I wouldn't give you two cents for an accompanist who has no 
ego, but I also wouldn't give you two cents for an accompanist who 
wouldn't coordinate his ego with mine. Notice that I said co-ordinate, 
not sub-ordinate." 

As for those singers who are high in temperament, their rule ought to 
be: act like a prima donna only on stage. Most singers, we believe, are 
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easy to work with and welcome suggestions, even demand them. Gerald 
Moore, in his excellent book The Unashamed Accompanist, states: 
'There are some singers, however, who know everything, and these are 
the birds that need watching. They will hate being corrected; they will 
resent being advised. True, this type of singer may not forgive such an 
attitude on the part of the accompanist and the result may well be that he 
will engage another pianist at his next concert. And a good thing, too!''^ 

Every singer has his own set of gifts and his own set of failings. Each 
one, by virtue of his existence as a human being, has some combination 
of weaker qualities within himself—lack of self-control, immaturity, in¬ 
ability to collaborate, sometimes outright fear of public performance, an 
inclination to be overly analytical or to be victimized by improper learn¬ 
ing habits. In the presence of these weaknesses and career deterrents, the 
accompanist must often be a psychoanalyst. But he must first instill con¬ 
fidence. Criticism judiciously mixed with praise is mandatory. Making 
the learning of a recital as much a joy as an achievement helps. The ever 
useful sense of humor also goes a long way. If an accompanist through 
some personal deficiency of his own is truly unable to inspire confidence 
in a singer, then no matter how valuable he may be in other respects he 
should not continue working with that singer. 

A complete listing of musical and interpretive aids for which the ac¬ 
companist should be responsible would be prohibitive here, but we will 
discuss a few of the most prominent. 


INTERPRETIVE CONCERNS 


In the studio the singer s principal interests are vocal and technical. 
For this reason one of the accompanist's main duties is to know when to 
offer suggestions and to be tactful and succinct in his remarks. Yet, there 
are some areas where the accompanist properly involves himself directly 
in the singer's interpretive concerns. 


Composer Markings 

A singer constantly searches for further means of attaining dramatic 
accent. The guide most immediately to hand lies in strict observance of 
the composer's markings in both piano and voice lines. By making the 
most of his piano markings, the accompanist supports and heightens the 
singer's interpretive efforts. He must also remember that markings in the 

3. The Unashamed Accompanist (New York: Macmillan, 1944), p. 36. 
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piano and voice parts are sometimes purposefully divergent. In Hugo 
Wolfs ''Auf ein altes Bild" there are two occasions when the piano stabs 
out the mezzo-forte chords as if to underline the tragic nature of the 
poem, while the voice remains rapt and soft. Another kind of marking, 
the line accent, is used by Debussy in "'De Greve.'' During the last bars, 
while the voice is quietly chanting the words on low sustained pitches 
and the right hand of the piano part is creating the murmering sea mo¬ 
tive, the left hand suggests the sound of the Angelus by repeating several 
Fs marked with the line accent. Throughout Duparc's "'Chanson Triste" 
the observant pianist will find hidden within the arpeggiated figures 
groups of double notes that are marked as slurred. The effect when 
played correctly produces a lulling sighlike pattern and helps to expose 
the song's inner life. 


Vocal Effects 

Notations of expression were few in the Renaissance but more com¬ 
mon in eighteenth-century song. The Romantic composers of the nine¬ 
teenth century used the entire battery of expressive markings, as did the 
Impressionists. Singularly, the Baroque era preferred to trust the per¬ 
former in these matters as much as possible. 

If the accompanist's career has involved him with some advanced 
professional singers, he will probably be in a position to pass on some 
highly valuable secrets of interpretation to his younger singers. He may 
even suggest to them vocal effects that he has found to be particularly 
impressive or effective. 

A correctly executed slur is one such effect. Formerly, the use of the 
portamento was highly acceptable to the concert public, and indeed 
many fine singers used it to a degree that an audience today would find 
excessive or artificial. Performance styles change and we cannot hope to 
alter the cyclic patterns. Because of today's rather more austere standard 
with regard to slurs, we too often witness singers zealously ignoring por- 
tamentos that are actually designated. Taste today demands careful con¬ 
trol and limitation of the slur. However, not to err on either side of the 
esthetic line, the accompanist must advocate the sparing use of this vocal 
effect only at most desirable times, thereby assuring that its value is not 
destroyed. 

Possibilities for dramatic effect can be found in the use of vocal im¬ 
agination applied coloristically to a particular note or combination of 
notes. Three illustrations are: the vibrato-less "dead" tone, effective 
when craftily used for words or phrases connoting weariness, poignancy, 
madness; the spoken or "breathed" tone (actually a forerunner of Sprech- 
stimme), when a tone is almost completely spoken, but on pitch; and the 
colored tone, which is achieved by brightening or darkening the voice. 
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Many teachers believe that these eftects are simply the direct result of in¬ 
volvement in the mood of the text. This may be true, but the accom¬ 
panist should be acquainted with them in theory. He will then be able to 
point them out in practice when they do occur or should occur. 

One remembers the great recitalist Jennie Tourel, who, when singing 
a tragic Russian song came to the word ''death," sang it with a cold, vi¬ 
brationless tone to which the entire audience thrilled, proving that an oc¬ 
casional ugly tone is perfectly admissible, even desirable, when artfully 
placed. 

The recital art is closely wedded to the word. Inasmuch as the word 
or thought of the poet nevertheless is not always noble or beautiful, the 
accompanist might well advise the imaginative singer to adopt for an oc¬ 
casional effect a less noble or beautiful quality. The accompanist must 
not hesitate to offer such suggestions. All singers are fascinated to hear of 
vocal effects adopted by great singers. The prerogative remains to accept 
or reject such ideas. 

Breath Markings 

Notation practices differ widely from style to style. In playing music 
from those eras when breathing space was not notated, the accompanist 
may find it his duty to counsel the singer on the correct practice. Gener¬ 
ally the singer should, to insure the onward pace of a song (when that 
pace is not retarded), breathe in the time value taken from the note that is 
left, not from the note that is approached. 

Not all singers are blessed with great breath control. This limitation 
may be purely physical. The singer s accompanist may be able to offer a 
remedy to solve the breathing problems in music where long phrases 
might be considered to be idealistically written. Moreover, it is a fact 
that song composers have been very generous in allowing some license 
within their music when a more perfect performance is in this way made 
possible. 

In measure 55 of Strauss's song "Beim Schlafengehn" the accompan¬ 
ist might advise that the word "tausend" be completed on the last note of 
the bar (F-flat), a breath taken, and on the next measure the word 
"tausendfach" re-stated. A second breath will allow a fuller and more ef¬ 
fective climax. 

Phrasing 


We are all aware that a series of notes does not constitute a musical 
idea without the element of phrasing. Why, then, is this so often forgot¬ 
ten by the young singer? He must be reminded that a sensitivity to the art 
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of phrasing is really an advantage to his vocal technique insofar as it 
telegraphs disciplinary messages to the breathing apparatus, thereby 
conditioning its use. 

In a sense, the accompanist has two duties related to phrasing. For 
the singer who already understands phrasing, the accompanist need only 
be a watchdog, but for one who is not so accomplished, he may be called 
upon to teach phrasing. This task is not as difficult as may be believed, 
provided the singer has some intuitive musical sense. By strict analysis of 
the composer's markings and the text, find at what point or points the 
shape of the music rises and falls in musical intensity. Remember that 
these moments may not of necessity be moments of high dramatic force. 
Discipline the breath to this shaping, and the phrasing will improve, be¬ 
cause breath is phrasing. 

Harry Plunket Greene, in his charmingly written book Interpreta¬ 
tion in Song, speaks of the 'long phrase" in relation to music that calls 
for it. 


Long phrasing—that is, long phrasing not only achieved but assim¬ 
ilated and reveled in—is the essence of big singing. Small phrasing nar¬ 
rows the range of vision. The power to phrase in large exalts phrasing 
to a higher plane. The knowledge of its possession enables the singer to 
think in large and therein, automatically, phrasing becomes interpreta¬ 
tion—the means becomes the end.^ 


Performance Practice and Composer's Intentions 

A dedicated accompanist ought to equip himself with a broad 
background knowledge relating to historical details of performance prac¬ 
tices as well as performance suggestions offered by composers during 
their lifetimes. From this font of information he then can offer to the 
singer advantageous performance advice. 

Stylistic approaches to singing differ greatly in performance be¬ 
tween, say, Bach's religious works and eighteenth-century Italian vocal 
music. In the former an instrumental style of singing produces the desired 
effect. Some of the objectives in the latter are bel canto line, vocal dis¬ 
play, and ornamentation (consisting of embellishing or adding notes and 
altering notated rhythm). Scholarly choices concerning which embellish¬ 
ments to make, how to place added notes, and where to use altered 
rhythms must frequently be made or facilitated by the accompanist. He 
must be reasonably competent in this area. Knowledge of his singer's 
preferences and abilities will guide his choices. For a comprehensive 

4. Harry Plunket Greene, Interpretation in Song (New York: Macmillan, 1940), p. 65. 
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study of vocal and instrumental ornamentation the accompanist is ad¬ 
vised to seek out Interpretation of Early Music by Robert Donington and 
the same author's smaller and more practical book on the same subject, 
A Performer's Guide to Baroque Music (see the bibliography). 

Although the study of ornamentation is highly complex, Mr. Don¬ 
ington explains that it is the few plain and relatively straightforward or¬ 
naments, not the many complicated variants, that are needed and will 
ordinarily suffice. "The impromptu ornaments of today become the writ¬ 
ten figurations of tomorrow," Mr. Donington states. He clearly defines 
such matters as appoggiaturas, the slide, trills, acciaccaturas, and the 
mordent. The problem of the Baroque figured bass is also explained with 
such interesting advice as: Baroque composers trusted the accompanists 
not only with a simple figured bass but also with ornamentation of their 
own. There is also a fine chapter on the study of inequality of rhythm 
(inegales), another feature of Baroque style. 

Many informative statements by composers themselves are to be 
found in Interpretation of Early Music. Giulio Caccini, in his Nuove 
Musiche (1602), defines correct tempo: "I call that the noble manner of 
singing which is used without tying a man's self to the ordinary measures 
of time . . . whence proceeds that kind of singing with a graceful ne¬ 
glect."® This illustrates that most Baroque music thrives on considerable 
flexibility of tempo, although this is not always easy to accept. 

Even though in our efforts to divine the composer's intentions we 
must treat the printed page as sacrosanct, it can be admitted that slavish¬ 
ly literal attention to the page is on rare occasions historically imwar- 
ranted. In his informative little book The Well-Tempered Accompanist,^ 
Coenraad Bos relates instances when such composers as Brahms and 
Schumann (via Clara) gave full license to Mr. Bos to change completely 
the dynamics of a song when certain circumstances warranted it. From 
this book we learn that Richard Strauss himself recommended omitting 
the postlude of his song "Heimliche Aufforderung" on one occasion 
when the tenor Lauritz Melchior was performing it. 


INDIRECT INFLUENCE 


The accompanist often exerts subliminal influence on the singer's 
work through his pianistic artistry. A homily respected by recitalists as¬ 
serts that the greatest songs are not written for voice with piano accom¬ 
paniment but for voice and piano. The voice and piano parts are not 

5. The Performer's Guide to Baroque Music (New York: C. Scribner s Sons, 1974), p. 161. 

6. The Well-Tempered Accompanist (Bryn Mawr: Presser, 1949), pp. 45, 71. 
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each just half of the total; rather, each one is in a certain sense the whole. 
Therefore the accompanist must not be satisfied with pianistic skills 
alone; he must exploit every facet of his intrinsic musicality. He takes in¬ 
spiration for his artistry in part from his understanding of the poem, 
since the piano part must be the inner life of the spoken (sung) words. 

For example, accompanists must study introductions, interludes, 
and postludes not only from a purely musical standpoint but also from a 
poetic one. The greatest song composers always have a dramatic inten¬ 
tion for solo piano sections within a song. For example, a given interlude 
may finish or develop a poetic thought that has already been stated by 
the singer, or it may introduce a new idea completely. The accompanist's 
effectiveness when playing these sections presupposes that he have a 
more than ordinary comprehension of the poem itself. (For examples and 
a full discussion of the accompanist and subtext see Chapter 10.) 


GUIDANCE IN ENSEMBLE 


It is the accompanist's responsibility to act as guide while both artists 
find and clarify the means by which total musical ensemble will be 
achieved. 


Proper Coordination of Arpeggios 

When arpeggios are found in piano accompaniments, it is wise, un¬ 
less otherwise indicated by the composer or the performance practices of 
the period, to execute them so that the top note of the arpeggio falls on 
the sung note. Erratic rhythm and sloppy ensemble are avoided in this 
way. 


Tempo Suggestions 

When metronomic markings are not indicated by the composer, the 
possibility of conflicting views between the singer and the accompanist 
exists. Calm collaboration generally solves most conflicts of this sort. 
Even when the page offers a metronomic reading, it is sometimes reward¬ 
ing to analyze the effectiveness and appeal of the song by trial-testing it 
in a variety of different tempi that approximate the one given by the 
composer. In this way, important differences of age, temperament, emo¬ 
tions, physical health, and voice weight are accommodated. Almost all 
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songs allow some flexibility of choice. Wonderful revelations can occur 
when choosing the tempo with a trial-test. The artists gain by knowing 
the song more personally and deeply than before. 

More often than not, the first bars of a song are written for the piano 
alone. Therefore, it is the accompanist's task to set the tempo. On this 
subject the great Stanislavski gives the following advice to his singers, 
"You need great inner technique in order to seize at once the intense inner 
rhythm of a song, but you do not get your rhythm after the song has 
begun. You must set your rhythm ahead before the music starts, as 
though you were determining it for the accompanist."^ The great 
teacher's advice is both idealistic and practical; moreover, it is mean¬ 
ingful for the accompanist as well as the singer. 


The Ritard, Accelerando, and Rubato 

Every performance is unique. There are many reasons why it is often 
difficult to remember correct tempi. Beethoven himself once refused to 
believe his own previous tempo markings. Changes in interpretation, 
even slight ones, influence tempo. Time signatures and time words can 
be misleading or vague and very often have little resemblance to musical 
practices of a period. (For example, our visual reaction to the long notes 
written in sixteenth-century music can hypnotize us into playing them 
slowly.) 

At least in theory, most singers know the meaning of the terms ri¬ 
tard, accelerando, and rubato. In practice, however, one too often hears 
what amounts to total ignorance of them. The differences between poco 
ritard, ritard, and molto ritard are often confused, often simply ignored. 
Then why should the composer bother to differentiate them in his mark¬ 
ings? Aside from the matter of degree, the execution of these markings is 
a special study. The accompanist must again be a sentinel, reminding the 
singer as well as himself that any ritard implies a gradual change of tem¬ 
po, not the sudden use of a new one. Another common bad habit is care¬ 
lessness with regard to where the ritard is actually marked. Both artists 
must be on guard, too, against anticipating a fermata, since its sole pur¬ 
pose is to arrest tempo suddenly, not to slacken it gradually. 

The rubato, usually not marked, is a more subtle device. Here the 
tempo fluctuation must be compensated for by a corresponding change 
in the opposite direction later in the phrase. Although Mozart himself 
was alleged to use rubato in playing his own piano music, its use is con¬ 
sidered by experts to be of the most advantage in Romantic music. 

7. Constantin Stanislavski and Pavel Rumyantsev, Stanislavski on Opera (New York: 

Theater Arts Books, 1975), p. 36. 
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STARTING A CAREER 


At this point it might be of value to offer some advice to the begin¬ 
ning accompanist on the subject of how to start a career. When a young 
and able would-be accompanist has learned a broad repertoire of vocal 
music and when he has shown himself sufficiently eager to associate with 
singers and musicians, he will no doubt be drawn into the studios of 
voice teachers to play for lessons. His apprenticeship starts here. Some of 
the singers in the studio will be more advanced. In this way his appren¬ 
ticeship will lead him also into studios of other advanced coaches and 
conductors, language coaches, and stage directors or drama coaches. He 
must understand the skills of each®—conceivably even learn them. 

An accompanist's career advances inevitably through a network of 
personal contacts. Success then depends upon the state of his musical 
preparedness. If it is adequate, he will be able to take advantage of these 
professional relationships, and thus launch himself and his career. 

One who wishes to become a recital accompanist must above all be 
fond of people, including singers—even tenors! He must have infinite pa¬ 
tience. Without losing his own ego, he must adapt himself to each singer 
who enters his studio and he must be well content to do so. 

A good piece of advice for any young accompanist is to recognize 
that most singers will not respect an accompanist who learns a song tech¬ 
nically at the same time that he is coaching it. Most accompanists occa¬ 
sionally find themselves doing an unavoidable crash course on a piece of 
music. By burning the midnight oil, they will be able to hold their own 
with the singer the following day. 

We submit a method of study for the young accompanist. It is de¬ 
signed primarily to initiate and/or accelerate proper learning habits, 
habits which may differ to some degree from those of singers or solo 
pianists. 

A first step in understanding the musical setting of a song is to sight- 
read it for overall concept, stressing the harmonic and rhythmic skeleton 
only. Now leave the piano. At desk or table study the song, noting the 
following: form, harmonic structure, general tempo, metronomic mark¬ 
ing, dynamics, changes of tempo within the song. Do not hesitate to 
mark with pencil strokes the boundaries of any beats that might need 
rhythmic clarification. Your eye will be aided when later you return to 
the piano. Mark subdivisions when you see the need. Observe both vocal 


8. Fritz Lehmann, brother of Lotte and in his day an eminent German actor, had for several 
years coached singers, putting emphasis upon such matters as poet's lives, historical peri¬ 
ods, customs of the poet's times, and local idioms. Pianists lucky enough to accompany 
at these sessions were treated to a wealth of information of inestimable worth in their 
future teaching. 
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and piano line and their relationships. Routine the rhythm, your most 
valuable consideration, by various means such as tapping silently or 
humming the rhythmic patterns. 

Return to the piano. Play the song somewhat slowly and with scru¬ 
pulously accurate rhythm, observing both lines. Repeat often without 
fretting about notes. Now study the song for correct notes. Mark your 
accidentals. Don't be afraid to use your pencil; so will your eye be 
routined. Now attend to fingering. 

The next step is to analyze the song's vocal line. With your knowl¬ 
edge of tradition (and your singer's breath control) devise some useful 
breath marks which do not violate the grammar or intent of the poem. 
The final step is to make your own short study of the text of the song. 
(See Chapter 10.) Now, only now, are you ready to work with your 
singer. Not a moment sooner! 

Artistry sometimes engenders a certain eager naivete. Even as the 
child eagerly looks forward to his prize, the artist anticipates with child¬ 
like expectancy his reward—the beautiful musical moment. This rare 
quality of enthusiastic openness is a blessing to the accompanist. Those 
who possess it are fortunate in their work. Ultimately, good teamwork 
between colleagues who share the same ideals makes the preparation of a 
song recital such a satisfaction. 


REPERTOIRE LIST FOR 
BEGINNING ACCOMPANISTS 

This list, comprised of music of various degrees of technical dif¬ 
ficulty, is designed to acquaint the young accompanist with songs 
performed more often than others. 

Italian Anthology (2 Volumes). G. Schirmer 

Italian Songs of the 18th Century. International Music 

Handel: 45 Arias. International Music 

Beethoven: Songs (complete). Kalmus or Peters 

Mozart: Songs. Peters 

Mendelssohn: Selected Songs. Schirmer 

Mahler: 24 Songs (4 Volumes). International Music 

Strauss: 27 Songs. International Music 

Brahms: Selected Songs. Schirmer or International Music 

Schubert: 24 Favorite Songs. Schirmer or International Music 

Schumann: Collected Songs. Schirmer 

Wolf: Collected Songs. International Music 
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Grieg: Selected Songs. Schirmer 

Faure: Songs (3 Volumes). Marks 

Debussy: Collected Songs. International Music 

Duparc: Collected Songs (2 Volumes). International Music 

Ravel: Cinq Melodies Populaires Grecques. Durand 

_: Don Quichotte a Dulcinee. Durand 

Berlioz: Les Nuits d'Ete. International Music 
Poulenc: Airs Chanties. Salabert 

_: Banalites. Eschig 

_: Deux Poernes. Lerolle 

Obradors: Canciones Clasicas (3 Volumes). Union Musical Espanola 

Falla: Siete Canciones Populares Espanolas. Eschig 

Granados: Tonadillas. International Music 

Rachmaninoff: Collected Songs. Boosey and Hawkes 

Dvorak: Gypsy Songs. International Music 

Barber: Collected Songs. Schirmer 

Copland: Old American Songs. Boosey and Hawkes 

Purcell: 40 Songs. International Music 


GUIDELINES FOR PRACTICE 


1. Try the following songs in different metronomic tempi—some¬ 
what faster, then somewhat slower than the given metronomic number 
(or, if there is none, the traditional standard tempo). Compare the results 
of these tempi with the one requested by the composer, or in some cases 
by the editor. By means of reference to your text, establish the logic of 
the composition and stay within it. 

Danza, danza fanciulla Francesco Durante 

Der Ring {Frauenliebe und -leben) Robert Schumann 

Was ist Sylvia? Franz Schubert 

Nell Gabriel Faure 

Der Schmied Johannes Brahms 

Determine, after singing and playing these trial-tests (don't just start the 
song; do the entire composition!), which tempo in each case is most re¬ 
warding for you musically and dramatically. Write a paragraph to justi¬ 
fy your reasons. 

2. What part of the inner life of the following songs is in your opin¬ 
ion expressed by the accompaniment? How? 
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Meine Liebe ist griin Johannes Brahms 

Die Post Franz Schubert 

Die liebe Farbe {Die schone Mullerin) Franz Schubert 

Polo {Seven Spanish Songs) Manuel de Falla 

Le Faune {Fetes Galantes) Claude Debussy 

In the same way, examine the songs you are currently working on. 

3. Obtain a Protestant hymn book. With reference to the eight 
points outlined in this chapter, analyze several hymns of your choice, the 
more dull the better. Prepare several of these as if they were art songs. 
You will of course appear eccentric should you attempt your own inter¬ 
pretation while in a church congregation, but your interpretive abilities 
for recital will be greatly put to the test. 

4. Choose songs from the Schirmer Anthology of Italian Song and 
ornament them in several ways. Examine the texts carefully. Use your 
imagination while adhering to proper performance practice. 

5. The following songs contain introductions, interludes, and post- 
ludes of various lengths and importance. Decide, as an accompanist, 
what the sections mean to you musically and dramatically. Into the 
music write a scenario, outlining what each section indicates. Mold your 
playing (not acting—leave that to the singer who has the words) ac¬ 
cordingly. 

Der Tod und das Madchen Franz Schubert 

Ich hab in Penna {Italienisches Hugo Wolf 

Liederbuch) 

The Dying Nightingale Norman dello Joio 

La Flute de Pan {Chansons de Bilitis) Claude Debussy 

Clair de Lune Gabriel Faure 

Do the same for your current song repertoire. 

6. All libraries contain some collections of folk melodies with easy- 
to-play, straightforward piano accompaniments. Choose several of 
varying mood and do the following. 

a. Arrange with your own harmonic and rhythmic invention at¬ 
tractive and colorful piano realizations for a particular singer with 
whom you are working. Refer to the stylistic piano literature of com¬ 
posers of the country you are drawing from. (See Chapter 14 for fur¬ 
ther discussion.) 

b. By using one or two instruments other than the piano, ar¬ 
range some attractive realizations for the recital of a particular singer 
with whom you are working. Make a list of songs from other reper¬ 
toires that are scored for the same combination of instruments to be 
included in the same recital. (It is sometimes good practice to use 
your instrumentalists more than once in the same program.) 
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THE RECITAL FROM 
ITS INITIATION TO 
THE CRITICS' RESPONSES 


1 am concerned that there be a reasonable turn¬ 
out for my forthcoming recital. Can you help me with some ideas about 
publicity? 

When you are engaged to perform a recital you are asked to submit a 
biography (a '"bio")- This biography is made available to the local news¬ 
paper, television stations, and other media for publicity purposes. Nor¬ 
mally, the duty of putting together the bio belongs to the singer s agent 
along with the rest of his responsibilities. Let us offer to the singer who is 
without management some advice on how to build a correct and effective 
biography. 

Because the song recital is essentially an intimate performance, the 
bio assumes a double importance. Have no romantic illusions; this is 
purely a Madison Avenue advertising strategy. The product to be sold 
includes no chorus, no conductor, no corps de ballet, no sets or cos¬ 
tumes—just two artists (two personalities), perhaps on occasion a third 
assisting artist, and the music scheduled for performance. The audience 
is to experience an evening of direct communication from this two-part 
artistic team only. Enjoyment of this intimate musical adventure can be 
expanded when it is accompanied by knowledge of the artists' back¬ 
grounds. This is one of the compelling reasons for putting together a pro- 
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gram cleverly tailored to the singer. The program itself is one factor in 
the advertising of the singer's exploits. An eclectic and varied program 
should reflect the versatility and imagination of the singer and point up 
his special background and skills. 

Most managers have two kinds of bios at hand for every artist they 
represent. The first, the large bio, lists all the pertinent facts about the 
singer in full detail. Care should be taken that all facts are constantly up¬ 
dated since recitals are often planned some time in advance. The list 
should include: 

1. name, place of birth (state and country only) 

2. type of voice 

3. pictures (glossies) 

4. where the artist has performed 

5. listing of important performance dates (in order of importance) 

6. nature of the recital program being offered (compositions of 
topical, ethnic, or locally special interest) 

7. important musicians with whom artist has studied (voice 
teachers, conductors, drama coaches, famous singers) 

8. artist's knowledge of a country (or composer from that country) 
whose music will be featured on that recital 

9. any first performances offered 

10. personal bits of information (husband, children, wife, degrees, 
hobbies, prizes, etc.) 

11. interesting information as to attire artist will wear (make sure 
that these items, jewelry especially, do not appear too "show biz") 

12. reviews (best ones only) 

13. time and place for recital, ticket sale,etc. 

The second kind of biography is called a program bio. It is sent to 
the sponsoring organization to be used in the actual program. It should 
include: 

1. a short bio culled from the large bio, devoted to well-chosen 
highlights from the singer's career (best to ask in advance how many 
words are preferred) 

2. the program itself 

3. translations 

4. program notes 

I am preparing a recital and am a novice at making program notes. 
Do you have any general guidelines to help me organize my program 
notes? 
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Let us begin with the assumption that the program notes refer to any 
extra materials other than the program of the recital itself. Although the 
advantages of having program notes decidedly outweight the disad¬ 
vantages, serious thought about the issue reveals two drawbacks. 

1. No matter how good the idea behind them, or the notes them¬ 
selves, they do distract the listener during the performance. The pages 
rustle; they divert not only the audience but the performer. Annoyed by 
paper noise, Toscanini once ordered programs made of gold silk, believ¬ 
ing that they would not rattle; instead they rustled. Howard Shanet tried 
heavy cards for children's concerts, anticipating complete quiet; instead 
they were used as frisbees! It is especially distracting to hear pages turned 
during songs or during cyclic groups where no applause is expected. (The 
printer's dummy must be checked against such mistakes.) 

2. To enable the audience to read program notes, some audience 
lights must be on, thereby negating the theatrical quality of the recital. 
We happen to be of the old school that considers every performance a 
theatrical event, even an orchestral concert. A theatrical event is a mag¬ 
ical event; elementary psychology dictates that the performer be lighted 
and the audience darkened. This is not a critical factor if you sing for 
your own pleasure at home, but if you sing in public you should be more 
elevated and illuminated than the audience. The above discussion not¬ 
withstanding, a compromise—some dim audience lighting—must prob¬ 
ably be offered for those who wish to read program notes during the 
music. 

When weighing these pros and cons with a view to making a deci¬ 
sion, practical matters must be taken into consideration. Can you afford 
the extra pages of printing? If finances are a problem one might weigh the 
advantages of (1) limiting program notes to short paraphrases of the texts 
and the minimal necessary information combined with the program list¬ 
ings or (2) printing the notes by a cheaper method than the program 
itself, such as mimeo or offset. 

There are criteria other than financial that may influence your deci¬ 
sion, Should the text be printed in toto? Should it be printed in both 
languages or only in translation? Should the translation be literal or 
paraphrased? 

Howard Shanet, presently of the Columbia University music depart¬ 
ment, but whose long and distinguished career included an incumbency 
as writer of program notes for the New York Philharmonic Orchestra, 
answers these questions with a conviction born of experience. If you 
have the money, by all means print the complete text in both languages. 
As to what kind of translation, Mr. Shanet believes that the original 
language provides the poetic beauty; therefore the translation should be 
literal. 
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Elaborating further, Mr. Shanet reminds us that in the concert hall 
we are reading the translation for a quick understanding of the underly¬ 
ing meaning. We will listen to the poetic subleties of the original 
language as the singer performs. (In metropolitan centers there is a large 
public that listens in the original language. They understand the language 
and they know the literature and the tradition.) Unless the translator is 
especially gifted at combining poetic sounds and thoughts with a close- 
to-literal translation, it is best to settle for just a verbatim translation.^ 
(For a thorough discussion of an allied subject—whether to sing an Eng¬ 
lish translation or not, see Chapter 15, Innovations.) 

If you cannot afford to print comprehensive notes and a choice is 
forced upon you, then the text and/or translation must gain the day. 
Given the unlikely circumstance of unlimited funds or an "'angel,"' there 
are many other facts that belong in your program notes. What you put in 
the notes depends on several issues. Is your audience learned or unso¬ 
phisticated? Is it a closed, popular, or university concert? Did the audi¬ 
ence buy the whole series and happen to get you? 

Pure musicology is always out of place, partially for reasons of time. 
Also, you must do what is most useful to most people while keeping the 
notes as compact as possible. Do not be didactic. It will not succeed in a 
few paragraphs anyway, and at the same time it will frighten and/or 
bore the untutored audience.^ Cathy Berberian tells about writing pro¬ 
gram notes in the form of a chatty letter that described her interest in the 
fin-de-siecle program. In effect, she supplied swift information while 
making sure that the words reflected her personality. In this way the 
notes were not dry as dust, which insured their being read. The crucial 
information was transmitted in the most palatable way. 

The minimal but essential program notes include such vital statistics 
as the full and real name of the composer and the poet,^ the real title of 
the piece, the birth and death dates of the composer, and where he was 
born and died. These facts give the audience insight as to why the per¬ 
former chose this composer's work and also places the composer chrono¬ 
logically. Any further comments do not have to be erudite. They can 
consist of a brief paragraph which offers: 

1. some insight not evident from the performance (e.g., that a song 
is part of a collection that had such and such meaning to the com¬ 
poser, or this song was much valued by another great person, such 
as Goethe); 

1,Surely it is unnecessary to repeat word for word each reiteration made by the singer in, 
for example, a repetitive Baroque composition, 

2. Mr. Shanet once solved such a dilemma neatly by explaining the entire twelve-tone 
theory in a footnote! 

3. If your program has no separate program notes, list the poets' names next to the titles of 
the compositions. Should you feel that a certain poet is unusually significant, you can 
put his name on the program as well as in your program notes. 
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2. some fact of human interest (e.g., this song was written just after 
the death of the composer s mother); 

3. some charming or colorful detail (e.g., this song was dedicated to 
the composer s wife on her birthday); 

4. some extra touch of liveliness, quaint or curious sidelight (e.g., 
this poem was set in four different ways by the composer). 

In addition, some explanation ought to be made of areas in which 
people are less well-educated, such as medieval literature or Spanish rep¬ 
ertoire. An example of such a special case is certainly afforded us by the 
twentieth-century repertoire. Frequently an audience is faced with an 
avant-garde piece of such complexity that they comprehend only one 
idea out of many that the composer is attempting to put across. Yet how 
much can be taught in a short paragraph or sentence? If it is a long para¬ 
graph of notes it may well defeat its own purpose. 

The twentieth century sets a great value on innovation and novelty. 
First performances are treated very seriously; second performances, 
when and if they take place, slip by unnoticed. It is difficult literally to 
get to "know" a new composition by repeated hearings. Before Beetho¬ 
ven, novelty was not prized as such. Haydn knew just how far he could 
go with novelty within the rules Esterhazy set forth. No one minded that 
Beethoven innovated very little. If we could apply our twentieth-century 
standards to an unknown Beethoven we would have to say, "This com¬ 
poser owes more than fifty per cent of his inspriation to his towering 
predecessors, Mozart and Haydn!" The price for our modern love of 
novelty is the loss of an audience, most of which does not know what the 
composer is doing. Perhaps the best practical answer to the problem is 
this: if something can be said in a brief way to shed light on a compli¬ 
cated twentieth-century composition, then say it. 

How do you decide what your recital gown should look like? 

As we have said, the recital is a theatrical event, but the gown must 
escape being a costume by just the slightest margin. It must combine flair 
and practicality without making you feel ill at ease. It must in some re¬ 
spect complement your personality. Remember that the visual element is 
extremely important in your recital. 

As the recital dress is such an important consideration, we have 
chosen to offer the following guidelines: 

I. General remarks on male and female attire 
A. Caveats 

1. Lack of good taste and dignity will probably be noticed more than their 
presence. 

2. Clothing must be comfortable for wearing and for singing, as well as 
becoming. 



154 


The Art of the Song Recital 


a. Check front and rear, walking and standing, and the effect of raising 
the arms. 

b. Consider size, height, bone structure, and coloring when making 
decisions. 

3. Do not fail to coordinate plans for dress with your accompanist. If 
accompanist and singer are both women, coordinate style and color as 
well. 

B, Practical guidelines 

1. Outside of metropolitan centers, audiences are more interested in dress. 

2. Do not be so far out-of-date that the effect is old-fashioned. 

3. Do not be so dignified that the effect is drab. 

4. Do not be so fashionable that the effect is bizarre. 

5. Sing, gesture, and walk in your clothing, watching the rear as well as the 
front. 

6. Keep a record of what gown was worn on each occasion so as not to 
repeat your wardrobe in the same location. 

II. Daytime appearances (or auditions) 

A. Female dress 

1. A suit versus a dress 

a. A dress is better than a suit if your figure is full. 

b. A jacket must fit so that there is no need to tug it down after raising 
your arms. 

2. Skirts 

a. A loose one is usually better than a tight one. 

(1) A tight skirt wrinkles more easily. 

(2) A tight skirt calls attention to figure faults. 

(3) A loose skirt hides the bouncing breathing mechanism. 

b. Length 

(1) Make sure the length is suitable to your figure. 

(2) Keep it dignified even if you have no figure faults. 

(3) Be stylish, not faddish. 

(4) Check front and rear in the mirror for graceful sight lines. 

(5) Remember that a full skirt appears shorter than the same length in 
a slender skirt, 

3. Style or cut 

a. Waistline or crosswise seams cut figure and make you appear shorter 
and fatter. 
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h. Princess lines lengthen and slim the figure, 
c. Flowing and loose fit tends to flatter any figure. 

4. Belts 

a. A belt cuts your figure in half—not helpful for short or stout figures. 

b. Contrasting belts are only useful if you are very slim or tall and wish 
to appear shorter or wider. 

c. If you use a belt, make sure it does not hamper breathing. 

5. Fabrics 

a. Stiff fabrics 

(1) Since stiff fabrics tend to be made into tight silhouettes, they are 
very hard for larger figures to wear gracefully. 

(2) When stiff fabrics are made into fuller silhouettes, they are helpful 
to painfully slender persons, though unbecoming to larger figures. 

(3) Stiff fabric wrinkles easily. 

b. Soft fabrics 

(1) These are more crease-resistant. 

(2) They are generally more becoming to larger figures. 

c. Patterned fabrics 

(1) Large patterns in fabric are sometimes of questionable taste. 

(2) Large patterns add size to the figure. 

(3) Busy patterns in fabric are generally distracting from the stage. 

(4) See yourself from a distance comparable to the length of hall in 
order to judge efficiently. 

(5) Crosswise stripes add weight and subtract height. 

d. Color 

(1) Above all, the color must be becoming from near and far. 

(2) Be sure to coordinate color of dress with accessories. 

6. Shoes 

a. Coordinate with costume as to color and style. 

b. Avoid excesses; try for fashion versus staginess. 

c. Consider the occasion carefully when opting for boots, sandals, or 
sport shoes. 

7. Jewelry 

a. Try for the same good taste as in real life. (A wise fashion coordinator 
once said, ''When in doubt, take off one piece.") 

b. Make sure that any dangling pieces do not distract the audience from 
your eyes or face or call undue attention to breathing mechanism. 

c. Be very sure no pieces interfere with singing. 
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8. Hair 

a. Check both full face and profile for becomingness and rear view for 
neatness. 

b. Make sure style is neat and reveals the eyes. Throwing your hair 
about to get it out of your eyes gives an undignified impression and 
distracts the audience from the musical experience. 

B. Male attire 

1. Suit versus jacket and trousers ensemble 

a. Sports jackets are to be avoided, but a dark blazer is acceptable. 

(1) A blazer and pants ensemble cuts height and adds weight. 

(2) Coat and pants of same color and fabric add height and achieve a 
slimming effect. 

b. A solid-color suit is always good. 

c. A vested suit is elegant. 

d. Make sure pants are long enough to hide socks completely. 

e. The fit must be comfortable so that no tugging down of jacket or 
sleeves is necessary. 

2. Tie 

a. A conservative one is best. 

b. Make sure your tie is not so tight that singing is made uncomfortable. 

3. Shoes 

a. Coordinate shoe color with suit. 

b. Dark shoes are best. 

c. Be sure shoes are well-shined. 

4. Shirt 

a. White is no longer necessary, but it remains the most elegant. 

b. White is not good on television; pale blue is better. 

c. Cuffs should be one-half inch below jacket sleeves. 

d. Check to see that the sleeves return to position after an arm 
movement. 

e. Make sure the collar is comfortable when singing. 

5. Socks 

a. Always wear dark socks! 

b. They must be high enough to hide leg skin when you are sitting on 
stage. 

c. Socks must be tight or secured by garters so that there are no 
wrinkles. 
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6. Vest 

a. Be sure its length is adequate to avoid an unsightly gap between your 
trousers and vest. 

b. Suspenders are recommended; they are safe and comfortable. 

7. Hair 

a. Choose a neat and becoming style. 

b. Avoid outlandish styles. 

c. Keep your hair away from your eyes and face so that your eyes can be 
easily seen by the audience. 

III. Formal appearances 
A. Female 

1. General 

a. If your accompanist is female, coodinate your dress color and style 
with hers. 

b. Check both front and back for fit and becomingness. 

c. A good rule is: not too decollete. 

d. Raise your arms and walk in your gown when checking the fit. 

e. Create a visual effect by coordinating color and style of gown to 
reflect to some degree the recital theme, careful as always to use good 
taste. 

2. Gown 
a. Style 

(1) Consider the size of auditorium when choosing the style. 

(2) Generally, one chooses a style that is slimming, but since distance 
is slimming in a very large auditorium, you can risk a bit of 
fullness in the skirt, sheen of the fabric, etc. 

(3) The fit must not be so tight as to call attention to abdominal 
breathing movements. 

(4) Princess lines are more slimming than belted or waistline-seamed 
styles. 

(5) Trains are elegant and graceful (as well as a bit mature) but they 
can get tangled; practice beforehand in such a gown. 

(6) A skirt can tangle too; make it a bit shorter in front. 

(7) A tightly fitting skirt means that you cannot sit during inter¬ 
mission; a bit of fullness is more manageable. 

(8) The use of a stole or cape depends upon your ability to wear them 
without their becoming a distraction and your ease in handling 
them. Properly used, either one becomes a useful prop. 
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b. Fabric 

(1) Dull fabrics subract weight. 

(2) Shiny fabrics (satin, sequins, rhinestones) add weight. 

(3) Taffeta and brocade give a subtle sheen. 

(4) Velvet is rich, elegant, possibly a bit mature (but good for early 
music, when it borders on being a costume). 

(5) Chiffon is feminine and graceful and becoming to most figures. 

c. Color 

(1) Color should carry well in the auditorium but not at the expense of 
being unbecoming. 

(2) Personal coloring should be set off by the color of the gown. 

(3) Test the color under the lights; what gel makes a good or bad 
effect? Lavenders, blues, and greens are especially hard to light. 

(4) Pale colors are less stimulating than bright colors. 

(5) Bright colors add weight; dark colors subtract weight. 

(6) An audience wants to see something special; the formal occasion 
and the esthetic of your musical message demand more than drab¬ 
ness, however dignified. 

d. Wear shields: those lights are very hot! 

3. Shoes 

a. Test the color under the lights, as you do your gown. 

b. Color of shoes should match or coordinate well with gown. 

c. Be sure shoes are comfortable and broken in. 

4. Jewelry 

a. Earrings must not distract by sparkling or shining too much in the 
light or swaying or dangling to distract excessively. 

b. If in doubt, remove one more piece of jewelry. 

B. Male attire 

1. General 

a. Formerly, tuxedos or tails were obtained from custom tailors. Now 
they are frequently rented. Custom tailors are not necessary if you 
wish to own your own, because good-fitting evening clothes, especial¬ 
ly tuxedos, are now readily available off the rack at lower prices than 
many suits. (Most reputable rental establishments will keep your 
measurements on file so that you need only telephone for convenient 
pickup.) 

b. When renting or buying, be sure to take with you a person 
knowledgeable about tailoring and fit. 

c. Tails remain classic but tuxedos have changed in style and tailoring 
details toward a less subtle, a more “peacock" look. 
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d. In choosing tails or tuxedo and accessories, play it safe and err on the 
side of conservatism; the conservative look generally projects 
elegance, whereas too stylish a choice may be offensive to the conser¬ 
vative members of the audience. 

2. Jacket 

a. An Edwardian cut to a tuxedo is flattering only to tall, fairly slender 
men. 

b. A short or thick-set body is better off in a traditional, looser cut. 

c. Check such tailoring details as piping, brocade lapels, etc. to make 
sure the effect is flattering to figure and face. 

3. Pants 

a. The length of pants must be on the long side, but not so long that they 
bag at the bottom near the break. 

4. Shirts 

a. A white turtleneck shirt is acceptable only when you are sure that it 
will not be offensive to your audience on a particular occasion. 

b. Make sure that your body-build can carry off the turtleneck style; 
long slender necks fare better in a turtleneck than short, thick necks. 

c. Ruffled shirts should be used only when they are flattering to your 
build and age. 

d. Colored shirts with a tuxedo are now in style; the effect is less formal 
and less serious. 

e. Two shirts (one for the second half) will help to assure personal 
freshness. 

5. Vests and cummerbunds 

a. Tuxedo vests and cummerbunds (velvet, brocade, colored, etc.) can 
be very fancy. 

b. A contrasting color does call attention to such figure faults as a 
protruding stomach or, excessive shortness. 

c. Shiny fabrics add weight to portly figures; dull fabrics tend to 
slenderize. 

d. Make sure that a tail waistcoat does not ride up when your arms are 
raised, thus making your shirt poke out messily. 

6. Protect your investment in tails or a tuxedo. Remember the hot lights 

and use a strong deodorant or have shields sewn into the jacket. (You 

should also be pleasant to be near after the concert!) 

Should I rehearse in my recital gown before the recital? 

You certainly should. Let's say a particular gown has a small train. 
You need to rehearse the skill of handling it gracefully. Experienced 
singers do not underestimate the necessity of practicing such things. A 
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feeling of naturalness and physical comfort in your recital attire is not a 
frivolous concern. Any discomfort that interferes with your concentra- 
tion, especially one so easily disposed of, should be dealt with. A per¬ 
sonal rule, learned through experience, is to practice in your gown until 
you feel as natural in it as you do in your bathrobe. 

Exactly what should I eat and what should 1 do on the day of the 
recital? 

Only deductive logic and common sense can provide the answer. 
Each singer has a personal solution, arrived at by trial and error. For 
most, eating a full meal too near the time of the performance results in 
lethargy, which makes them sing at a disadvantage. On the other hand, a 
light dinner after four o'clock in the afternoon will usually ensure the 
needed energy. As to what to eat, some find carbohydrates anathema to 
be avoided at all costs. For some, toast and a small quantity of fruit eaten 
close to concert time serves as a pick-me-up. Some must eat only bland 
foods, some only protein. Tea or coffee is another personal choice, again 
learned from experience. In short, there are as many answers as there are 
metabolisms. Learn which is yours. 

Traveling on the day of a concert, though at times unavoidable, can 
be a serious handicap for the singer and accompanist. The lulling drone 
of car wheels and motors causes lassitude and inertia for some time after 
the trip. By far the best activities on the day of a recital are rest, quiet, 
light eating, a short walk, and time for a calm review of the music and 
texts from the program. 

One of the advantages of the recital as opposed to other media of vo¬ 
cal performance is that you may schedule your own rehearsal times for 
greatest convenience and productivity. You are usually limited only by 
the presence on your program of accompanying artists other than your 
pianist. Under these conditions, rehearsal time must be chosen at the 
convenience of all concerned. In any case, scheduling a dress rehearsal 
on the same day as the recital ought to be avoided at all costs. Should the 
rehearsal be the least bit strenuous, it may tire you and most likely will 
take the bloom off your voice. In planning the ensemble rehearsal a day 
or two earlier you gain the valuable time with which to rethink and 
assess your work and behavior. 

What's so important about rehearsing in the recital hall? 

Our impulsive response is to say, "When you have done your first 
recital without a rehearsal in the hall, you will understand." Here is a 
representative check-list of things that must be done at the hall: 

1. Check the tuning and action of the piano. This includes the entire 
condition of the piano. Lest you think that we exaggerate, permit us to il¬ 
lustrate. In a certain tropical country, pressed for time and harassed by 
the heat and humidity, we neglected to check the piano thoroughly. Im¬ 
agine Mr. Sonntag's surprise on the first chord of the concert when his 
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foot, searching for the pedal, encountered nothingness. How does one 
tactfully ask the music committee to supply piano pedals? 

2. Check the acoustics and balance of the hall, and place the piano 
in the proper position. At first you may experience a disorientation. For 
some reason it does not sound or feel as it did in the studio. This anxiety 
can be dispelled in short order. Take measures to find the best location 
for the piano and to eliminate or minimize all possible curtains or back¬ 
drops that absorb sound. Having done this, sing again and acquaint 
yourself with the new sensation. It is quite possible that some halls will 
never give you the comfortable acoustic sensations you were accustomed 
to elsewhere. Practice coping with the disquieting sensations until they 
interfere minimally with your technical control. 

3. Give all instructions to the backstage personnel. Check out the 
geography of the stage and backstage. By this we mean: From where do I 
enter? Will there be a curtain? Where is my dressing room? Perhaps we 
should have said. Is there a dressing room? At an afternoon rehearsal in 
another town, discovering to our horror that there was no dressing room 
at all, no off-stage area, and that we had to enter from the open air, we 
spent the rest of the afternoon searching out a black umbrella large 
enough to cover both of us in case of rain between song groups. 

4. If you do not want your eyes to be described as pools of sepul¬ 
chral darkness and if you do not wish the audience to sacrifice half of its 
pleasure by being deprived of your eyes, check the lighting very careful¬ 
ly!^ When you do your rehearsal in the hall ask a friend to view you from 
mid-audience and criticize your overall appearance. Awareness of the ef¬ 
fect of lights on one's bone structure is part of the craft of a recitalist. It 
either enhances the visual appreciation of the audience or mars it. Most 
singers profit from using an amber or pink gel, due to its soft and warm 
effect on the face and figure. 

By doing these chores assiduously before the concert you will have 
escaped numberless possible harassments and you will have given your¬ 
self the pleasure of total concentration on what you are going to do. 

I'm all right once I'm in front of the audience, but what can I do to al¬ 
leviate my suffering in that dreadful green room? 

First, recognize that what you have done before you arrived in the 
green room can affect what happens in the green room. Stagefright, that 
inexplicable misery that makes cowards of us all, is not truly irradicable. 
You can, however, ameliorate the condition by not cramming or super¬ 
ficially skimming over your preparation work. By thorough, deliberate, 
slowed-down learning techniques it is possible to replace stagefright with 

4. Jennifer Tipton, famed lighting designer, says that ninety-nine and nine-tenths percent 
of the audience is not conscious of the lighting, but one hundred percent of the audience 
is moved by it. 


162 The Art of the Song Recital 

cognizance of your competence. This in turn allows you to concentrate 
on what you are going to do and drives out fears of catastrophe that 
might befall you on stage. (See Chapter 10.) 

It is more difficult to give advice about what you ought to do in the 
green room, because one must work out one's own method, but the fol¬ 
lowing is a list of what not to do. 

1. Do not allow visitors backstage before the concert or during the 
intermission. 

2. Do not waste your energies by talking. 

3. Do not fret about letting down your voice teacher. 

4. Do not try to be "great." Just try to use well the skills you have 
spent so much time acquiring—vocal, musical, dramatic. 

5. Do not chastise yourself about your responsibility toward family 
or friends. 

6. Do not arrive at the hall so early that you become psychologically 
drained before performing nor so late that, through anxiety, you will 
lose composure. 

Here are a few representative "dos": 

1. Quiet concentrated reviewing of musical and technical points 
from the recital is helpful. 

2. Sing full voice before going out, if it has (during the rehearsals 
and rehearsal-concerts) been judged to be useful or necessary. 

3. In short, keep your mind on what you are going to do and not on 
what might happen. 

Our personal recommendation is as follows: 

1. The accompanist, having most often the responsibility of the in¬ 
troduction, keeps his mind on what he is going to do, by this method. He 
places the music to the first song in front of him, on a table if necessary, 
and concentrates so intensely that he is literally playing page one in his 
mind (or on the piano, should there be one backstage). 

2. The singer, with the further responsibilities of text and language, 
of facing the audience plastically, of sheer memorization, finds the fol¬ 
lowing method of pre-concert concentration useful, especially for new 
programs. For every song on the program she has written (after re¬ 
hearsals and practice-concerts) a list of important dos and don'ts. In the 
green room, before the recital and between groups, she maintains con¬ 
centrated attention to this list, again keeping her mind forcibly on what 
she will do. As Stanislavski says, "To find public solitude is to conquer 
nervousness." 
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Why did my friends all say they were extremely nervous for me 
when I first walked out to the piano? 

Because you walked in awkwardly and arrived center stage with 
visible relief, clutching the piano with your right hand as if it were your 
only safe haven, your audience felt apprehensive for you. 

Since the interpretation of text in addition to music demands a cer¬ 
tain amount of personal communication, a singer is accustomed to deal¬ 
ing with the fact of personality in entering and bowing. He knows that 
there must be immediate rapport as he enters. It would behoove instru¬ 
mentalists to take this ability seriously, because, to quote stage director 
Robert Ackart, ''if the artist's entrance is ill-timed, ungainly, too remote 
or too eager, his audience is put off and it is no easy job to win back its 
allegiance once this reaction has set in!" Moreover, even real dignity of 
spirit can be diminished or even concealed from the audience by a 
posture slouch. However unfair it may be, a drooping posture conveys 
only lack of assurance or composure. 

One method to assure that the singer's attitude toward the people in 
the audience will produce a sincere yet dignified communication is for 
him to hold the thought while entering that he is, quite simply, glad that 
they came and complimented by their presence. When entering the stage, 
the experienced singer knows that taking in the entire audience with his 
glances subtly flatters his public into an initial warm mood of accept¬ 
ance. 

One must be aware that the artist is himself on the stage only when 
he is entering, leaving, or bowing. While singing, he is what the work de¬ 
mands. When, indeed, he is himself, to quote Mr. Ackart again, "he 
communicates directly; it is important that this communication be ef¬ 
fected warmly, assuredly, and in the proper tempo to make the audience 
feel comfortable in the artist's presence." 

An accompanist who walks on the stage on the heels of the vocalist 
displays at once his inexperience. If indeed he wishes to be considered an 
artist in his own right and responsible for his share of the evening's suc¬ 
cess, he must not trail after the singer in a puppy-dog fashion. A useful 
device is to count four or five seconds after the entrance of the singer, 
then, while observing the audience, walk neatly to the piano, assemble 
the music, and prepare to begin. At the conclusion of a group he should 
remain seated, gather the music, and finally leave the platform only after 
the vocalist has walked some distance toward the wings. If the singer 
wishes the accompanist to bow after a group, the accompanist should do 
so with a cheerful attitude and with no show of humility, lest he put to a 
lie his singer's original gesture. His bow should be sincere, straight to the 
audience, performed at the right of the piano bench, and, above all, un¬ 
encumbered by music. 
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Incidentally, should a singer at the time of a recital suffer from a cold 
or any other vocal indisposition, he should never inform his audience of 
the condition. What you may think of as bravado will only condition 
the public to be suspiciously watchful of your vocal problems or errors, 
and hence less appreciative of your artistry. 

Are there occasions when the bad temper of the audience impinges 
upon one's concentration? 

With the focus of your mind centered where it ought to be, you will 
probably not give heed to the audience's disposition for a while. When it 
finally permeates your consciousness, it will be because they show 
warmth, indifference, or animosity. When the audience is affectionate, 
bask in their general approval without losing sight of your goals. When 
they are indifferent, try harder. When they are hostile, you must choose 
between battle and defeat. You may also infrequently encounter hecklers 
who are actually disruptive. At this point, you must deal with the situa¬ 
tion either by ignoring it or with reciprocal severity. 

Why do I fall apart and forget everything when I get in front of 
people? 

There can be several reasons. First, analyze your methods of study 
to see if they are producing maximum security. (See Chapter 10 for 
guidance.) Second, immediately after you have the memorizing done and 
the ensemble fairly well coordinated, invite friends (enemies are even 
more effective 1) to each and every rehearsal. Performing before very few 
people in a smallish room puts the pressure severely and prematurely 
upon yourself and is much more demanding and pressured than the same 
performance before a large audience in a large hall. Furthermore, putting 
this pressure upon yourself in advance clearly indicates to you where you 
will lose concentration if your nerves get the better of you. After each 
rehearsal you can then take the necessary steps to correct or make more 
secure those places indicated. Under such a regime, facing the larger au¬ 
dience, will, by contrast, seem less stressful and, by giving you an actual 
feeling of relief, will make it possible for you to enjoy giving your recital. 

Third, test the control of your skills in a larger audience situation. 
Try out your program at home with invited audiences. Remember that 
the recital was originally a salon entertainment. Offer your program to 
your church or synagogue. This practice will provide you with the very 
real benefits of performing your songs in the program order. You will 
learn the feeling of uninterrupted continuity and gain confidence ac¬ 
cordingly. 

After each rehearsal-concert reevaluate where you lost control and 
why. Discuss with your coach and your voice teacher ways and means of 
improving your ability to think and operate on more than one level dur¬ 
ing performance. 
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In performance, attention to one skill often robs attention from an¬ 
other, thus resulting in a domino-like collapse of them all. It is the in¬ 
teraction of your skills that must be placed under control in order to in¬ 
crease security in performance. For those who still suffer horribly before 
the concert and so badly during it that a good performance is impossible, 
help may be on the way from the medical profession. Experiments with 
stage-fright sufferers are underway; they involve a '"beta-blocker' drug, 
a compound that lowers adrenalin. Until results are in, the only alterna¬ 
tive is to be as secure technically as possible. 

1 was so embarrassed when I applauded and no one else did! 

Do not be embarrassed. All applause is welcome. If an artist has 
programmed a group of songs or a cycle during which he would prefer 
no applause, he should have printed on the program a note to that effect. 

Occasionally an overly enthusiastic member of an audience will sud¬ 
denly applaud midway in a song. Unwittingly he points up the singer's 
inability to sustain mood properly. (See Chapter 6.) The singer in this in¬ 
stance is the real culprit. Therefore he should not quiet his audience with 
an imperious hand gesture that may well be offensive. Instead, let him 
earnestly continue to sing, redoubling the effort to sustain a stronger 
mood, secure in the knowledge that his audience will shortly quiet down, 
having recognized its blunder. 

Is there a rule for acknowledging the accompanist? 

So far as we know, there is no rule, precisely because it is a personal 
matter. The acknowledgment of applause, like entering and bowing, is a 
moment that reflects not only each of the two artists as individuals but 
also the relationship between them. Consequently, after each group, I 
prefer to acknowledge the applause of the audience alone at first, then to¬ 
gether with my accompanist. In addition, I personally enjoy acknowl¬ 
edging my accompanist at the end of an individual song when I feel his 
playing has been in some way unusually contributory. At the conclusion 
of a recital it gives me great pleasure to take most of the bows with him at 
my side. 

How long should the intermission be? 

Fifteen minutes is the usual time for an intermission. But where is it 
written that there cannot be two intermissions? Your program may well 
benefit from two shorter intermissions. Do not be afraid to be different. 

When 1 did my last recital I made silly mistakes at the beginning of 
the second half. Why? 

The second half of the program usually contains slightly easier mu¬ 
sic; this presents a particular hazard. The first half has gone well in spite 
of its difficulty. During the intermission one has a feeling of justifiable 
satisfaction and a consequent natural relaxation of tensions. Stealthily, 
relaxation turns into carelessness. You start the first song a bit unconcen- 
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trated; one careless mistake breeds a second and panic ensues. To avert 
such a scenario, after a well-deserved rest at the beginning of the inter¬ 
mission, reestablish your concentration as you did before the first half. 

Does a singer ever receive adverse criticism about speaking during a 
recital? 

Some people are dogmatically opposed to any speaking from the 
platform. Others may feel that explaining a song is a condescension on 
the part of the singer. There can hardly be a rule governing such matters. 
It resolves to a matter of taste. A few guidelines suggest themselves. In 
general, you will find that speaking proves more effective during a light¬ 
hearted group of songs; when the written word cannot explain the song 
as well as the personal spoken word, speaking is for me advisable, es¬ 
pecially since it also establishes rapport with the audience. 

An otherwise complimentary review by a Miami critic contained 
criticism of my speaking before some Brazilian songs sung in Portuguese. 
The Brazilian songs, however, lent themselves to spoken explanations 
for several reasons. They are humorous, and we know that humor is 
usually best at the immediate moment rather than when it is diluted by 
the printed word. Also, these songs contain allusions to local color and 
folklore that are not clarified by the words of the song. 

You will probably not open yourself up to criticism if you confine 
spoken remarks, even those done expressly to dilute the formality of the 
occasion, to the kind of information that could properly be termed an 
oral program note. (See above, page 152.)^ 

Because American audiences generally favor informality, speaking 
from the platform offers advantages, provided that the speaking is inge¬ 
niously 'rehearsed.'' An unrehearsed speech is too apt to fail in its total 
effect, if only because the rest of the program is so well planned and 
studied. Naturally, your speaking must seem spontaneous. (In the rare 
case of singers who are both experienced and gifted at informal public 
speaking, it can be truly spontaneous.) If you have done your prepara¬ 
tion well, each of your different audiences will believe that you have 
made up your words at that moment, in spite of the fact that you have 
said essentially the same words at each recital. 

5. The conservative New York Times on a Sunday in May, 1978, reported that "If- 

had managed to play the guitar with as much easygoing charm as he revealed when 
chatting with the audience at Carnegie Recital Hall. . . , his recital would have been a 
complete delight. ... he talked about the music, pondered the listening habits of his 
four-year old son, and described how Manuel Ponce's dog would howl when Andres 
Segovia played the eight repeated E's that introduce the wonderful molto adagio section 
of Villa Lobos's Prelude in A minor." The Times' approval of the "casual eloquence 

with which Mr.-told his stories. . " suggests that there is more than one critical 

point of view with regard to speaking by the performing artist. Almost certainly, most 
professional recitalists would insist that the audience is delighted to experience the per¬ 
sonality and charm of the artist that is revealed through the spoken word. 
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What do I tell the usher about the flowers? 

Tell him or her to bring flowers to the stage without hesitation exact¬ 
ly upon your first reappearance after having completed the program. If 
possible to arrange, a male usher for a female singer and female usher for 
a male singer makes a nice picture. The vocalist must be on guard not to 
prolong the acceptance of these tokens lest the audience feel constrained 
to extend the applause—no matter how well deserved—past the point of 
spontaneity. 

Could I sing "Annie Laurie" for an encore? 

By all means. An encore, that extra gift that artists bestow upon the 
audience in gratitude for its appreciation, becomes a fine opportunity to 
display at a relaxed moment their favorite musical inclinations, their 
humor, or a skill for which they are justifiably known. Therefore, this 
moment is traditionally served best by old favorites, humorous songs, or 
famous operatic arias which have no place on the program itself. One 
must learn to judge the disposition of the audience during these final 
moments in order to make on-the-spot decisions as to the number of 
encores. 

Contingent upon the fervor of the audience, an artist may be assured 
of at least two encores. In this case, the first planned encore might well be 
in quiet contrast to the final song of the recital, the second a brighter or 
more colorful one. 

Only rarely does a singer sing an encore after a cycle or a program of 
song cycles. The structure of a cycle makes an encore somewhat inad¬ 
visable. However, an encore after a recital of, say, all Spanish music is 
certainly seemly. In such a case, another song from this repertoire is a 
propos. 

Before planning to do a '"bis," which is a repeat of a song already 
sung during the program, consider whether this type of encore really sat¬ 
isfies the audience as much as it does on first hearing. 

/ once spoke to a celebrated singer who felt that it was not necessary 
to attend the after-recital party because, as she said, "When I finish sing¬ 
ing, my work is done." Was she right? 

She was wrong. A recital is an intimate form of musical communica¬ 
tion. One must accept the assertion that any audience has the right to 
meet the artist and thank him or her. In the case of a recital, a short time 
assigned for social meeting is beneficial for all concerned. The party ful¬ 
fills this need. An artist who wishes to pursue a career as a recitalist must 
try to attract a public following. A body of followers usually assures 
reengagements. The public loves to touch in some way the personal life 
of an artist. It is in this sense that the recital party becomes part of the 
artist's duty. (Obviously, illness or unfeigned fatigue are valid excuses 
for missing it.) At the party the artist must be himself. He should not stay 
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too long, but he must show interest by remembering names The au¬ 
dience must be trained and nurtured until it feels the desire to become 
devotees of the song recital. 

Do you have a philosophy about critics? 

Many famous artists have openly declared that they do only one 
thing about critiques: ignore them totally. A powerful argument in favor 
of this attitude is best described in the playwright Edward Albee's words: 
'Tn the theater, an author has got to be grateful quite often for good re¬ 
views for the wrong reason. It's enormously fortunate that an author can 
receive good reviews for exactly the reason that he intended." It is surely 
as infuriating and frustrating for an artist to receive a good review for the 
wrong reasons as it is to receive a bad review for whatever reasons. 

Yet one can mount a strong argument in favor of reading and weigh¬ 
ing all reviews. The positive benefit that a considered and competent 
judgment can exert on an artist's work is of immeasurable value in that 
artist's growth. It is hard for a performer to remember that a critic is not 
a superman. He does not exist on a higher level than other musical pro¬ 
fessionals, he is just an ordinary audience member (as he hastens to point 
out to anyone who registers a complaint) who happens to write as well as 
any other reporter hired by his newspaper. As he often reiterates in his 
own defense, he writes only what he sees and hears. He is ignorant of the 
personal problems and the artistic and technical growth of the per¬ 
former. He sees and hears only what the performer does at the moment 
of performance. (It is precisely because the critic really is just a single hu¬ 
man being that he tends to write more sympathetically of a singer whose 
background he knows, a fact that impels a competent artist's manager to 
supply the critic with details of his client's credentials in advance of a 
debut performance.) Therefore, whether this man with a pencil in his 
hand gives a good or bad review, his words do reflect how you appear to 
an unexceptional audience member. It follows that if his perception of 
your greatest strengths (or weaknesses) does not agree with your own 
self-evaluation, then whether or not you agree it is wise to reappraise 
what you are doing. 

Nevertheless, an ill-considered or incompetent judgment can be de¬ 
vastating, and permanent in its effect. This fact has prompted many 
scandalous and scurrilous remarks against critics, some of the most 
amusing of which were written by Eric Satie: 

There are three kinds of critics: the important ones, the less important 
ones, and the unimportant ones. The last two kinds do not exist. All 
critics are important. 

6. A certain renowned artist makes it a special point to send thank-you notes to his host 
while waiting for the departing plane. He also sends Christmas cards. He is also reen¬ 
gaged. 
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There is no such thing as mediocrity or incompetence among 
critics. A critic who is mediocre or incompetent would be the laughing 
stock of his fellow critics and it would be impossible for him to exercise 
his profession—I mean his priestly calling. 

Only the critic can impose discipline. . . . Anyone who disobeys is 
to be pitied. . . . But we must not obey our evil passion. How can we 
tell which are our evil passions? By the pleasure we take in giving way 
to them and the pain they cause the critics. They have no evil passions, 
poor fellows. They have no passions of any kind—not at all.^ 

Schoenberg, too, was driven to lash out against the critics. Castigating 
the Viennese press for repeating a popular canard about Mahler in 
Mahler s obituary, Schoenberg retorted sarcastically that this seeming in¬ 
justice probably equalizes in the long run: the composer will be rewarded 
with posthumous honor in recompense for the persecution he suffered 
while alive, whereas the esteem enjoyed by the living critic will be offset 
by the disdain of future generations. 

Richard Dyer, in his excellent article '"Singing: Does It Ever Make 
Sense?"® states that talking about (and criticizing) of singing is very dif¬ 
ficult. Agreement is unlikely, owing to many interwoven factors. These 
factors are mingled with myth, metaphor, and inconsistencies, partly 
due to the critic, who often originates them. The noble but embattled 
field of voice pedagogy has contributed its quota of confusion as to ter¬ 
minology. Skills that Mr. Dyer believes should be evaluated by the critic 
include: 

1. note accuracy 

2. pitch 

3. knowledge of instructions from the composer 

4. enunciation 

5. dynamics 

6. dramatic understanding 

Generally accepted is the fact that much sarcasm has been penned by 
critics who fall into the trap of writing cleverly instead of truthfully. 
(Much of Claude Debussy's ribald attacks on works of his contempories 
was omitted from Monsieur Croche, The Dilettante Hater a book de¬ 
voted to the French composer's critical writings. The conjecture is that he 
regretted having written them and held them back from the early publi¬ 
cation.) 

7. Myers, Rollo H., Eric Satie, Dover Books, 1968. 

8. The New York Times, March 17,1974. 

9. Claude Debussy, Monsieur Croche, The Dilettante Hater (New York: Viking Press, 
1957). 
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Unfortunately, at the time of its publication, literary sarcasm can do 
considerable harm to a performer s status and to his ego. Until sarcasm is 
no longer employed, a singer who is unfairly attacked in such a manner 
has no option save to attempt to ignore the review. 

The following observations are drawn from a survey we made of 
recital reviews in The New York Times in 1976 and 1977. 

1. Critics generally did not discuss the program per se if they liked 
the artist. But when they found the performance poor the choice of songs 
was questioned, though infrequently. In this way, certain songs were 
deemed unsuitable for a particular voice by virtue of a lack of technique 
or natural vocal endowment. Also infrequently, it was observed that a 
particularly dull program was composed predominantly of a single type 
of song. Little more than this was discussed about programming. 

2. Favorite terms in constant use were: finesse, intelligence, inter¬ 
pretive ability, dynamic level, musicality, phrasing, vocal color, ex¬ 
pressive shadings, articulation, 'white'" or "dry" voice, flair, forcing the 
voice, nuance, and "floating" the voice. Pitch seemed to be paramount in 
the average critic's mind. Accuracy of trills and coloratura were also 
very much on the line to be judged. Vocal monotony was mentioned 
often. 

3. Critics occasionally disagreed on certain points. Once in a great 
while, a recital was heralded by one and doomed by another. This serves 
to remind us that it is futile to expect criticism of today or any day to be 
wholly objective. 

4. Critics rarely described audience reactions unless the singer was 
an established artist whom they happened to like. One questions why the 
incontrovertible fact of public reaction seemed to be comfortably in¬ 
cluded only when the artist was known. Audience reaction must be a 
valid indication of a singer's ability whether or not he is famous. 

5. Finally, we observed that extra-artistic standards often played a 
far too important role in many critics' reviews. Such standards included 
nationality (European versus American); the singer's association with a 
leading American or European opera company (certainly not in itself a 
guarantee of recital ability); and the availability of opera recordings of 
the singer (also of questionable worth in a review). 


10. The very question of vocal coloring is highly subjective, whether it be discussed by 
singers, critics, or voice teachers, who often consider it fraught with possible dangers 
technically. In actuality, it is probably an automatic and largely uncontrived effect 
occuring when a singer thoroughly understands and is involved with the text. As such, 
it is properly within the purvue of the critic in his review. 
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A PLEA FOR THE NECESSITY 
OF DOING MUSICAL AND 
LITERARY RESEARCH 


Just as no opera singer worth her salt would dream 
of going on the stage as Carmen ignorant of the original novel, of the 
elements of Spanish dance, of the history and psychology of Spanish 
gypsies, and of castanet playing, so a recital singer must take care to 
leave not the smallest detail of the literary or musicological background 
of the songs unexplored. To gifted artists, the music means more than an 
aggregation of enjoyable, pleasure-giving sounds. Gifted artists make 
every effort to know something about a composer, his proper position in 
history, the relationship of one composition to the rest of his oeuvre, the 
compositional techniques he employed, and the performance techniques 
involved. 

Each artist has his personal method of research. This is how 
Vladimir Horowitz describes his method. 

This year I play two pieces of Faure. First of all, I studied the whole 
composer. I play everything he wrote. Ensemble music, everything. I 
play myself—not listen to recordings. Records are not the truth. They 
are like postcards of a beautiful landscape. You bring the postcards 
home so when you look at them you will remember how beautiful is the 
truth. So I play. . . . The texture of the music talks to me, the style. I 
feel the music, the spiritual content of his compositions. I know also 
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everything about the composer. I always believe the composer and not 
what the others write about him. I read the letters of Faure, what he 
was thinking. They gave me the character of the composer. What he 
liked in music, what he didn't like.^ 

A singer cannot consider scholarship an end in itself, although 
knowledge does result from such work. Rather, the reason for this activi¬ 
ty is a totally pragmatic one: a singer s primary goal is to "'get inside the 
song" and "make it his own." Margaret Rae, in a speech before the New 
York Singing Teachers' Association, pointed out that "empathy is a word 
borrowed from modern psychology. It means a 'feeling into' and is de¬ 
fined as 'the imaginal and mental projection of oneself into the elements 
of a work of art.' When a person projects himself into a piece of music or 
literature, he responds emotionally to its contents in addition to com¬ 
prehending it logically [italics ours]." We suggest that the artist can never 
truly make the song "his own" until he understands every aspect of the 
music and the poem. 

Singers cannot, however, be held responsible for the kind of 
painstaking research that trained musicologists do. A source book writ¬ 
ten by a singer/musicologist is rare indeed. Yet there is no excuse for 
singers being unacquainted, for example, with the form in which the 
song is set, or the era and style in which the song was written. Such 
knowledge is not an empty gesture of scholarly vanity but influences 
directly the quality of interpretation and performance. Singers perform¬ 
ing a Berlioz song who are unenlightened on the history of melodie ver¬ 
sus romance limit their interpretive abilities. Singers doing Baroque mu¬ 
sic who are utterly unconversant with ornamentation significantly 
reduce the quality of their performance. 

"I read literature, psychology, sociology—everything except 
economics," Claudio Arrau has said. Regrettably but understandably, 
most singers are far more likely to have acquired musical rather than 
literary backgrounds, since musical subjects are required in conser¬ 
vatories and music schools. Generally speaking, the literary dimensions 
of songs go unexplored, often regarded by them as unnecessary or too 
time-consuming. Literary research supplies singers with a rich source of 
interpretive ideas. As the poetry chosen by composers for their songs in¬ 
creases in quality and complexity, so does the music written to these 
texts. 


The goal of producing a performance as faithful to the composer's in¬ 
tentions as possible requires more than literal fidelity to notation; it 
means somehow fathoming the depth, breadth, and complexity of the 


1. Helen Epstein, 'The Grand Eccentric of the Concert Hall," The New York Times 
Magazine, January 8,1978, p, 46. 
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most imaginative impulses of men, many of whom lived hundreds of 
years ago. To approach this goal . . . [one] must steep himself in a num¬ 
ber of other things—as much of that composer's output as possible, as 
well as language, culture, human experience, psychology, performance 
practices of the period. 

If indeed you are the kind of musician whose goal is described above 
by James Levine, then it is imperative for you to acquaint yourself with 
the life and times of a composer. To do this you must be willing to 
research the background of your songs. Far from being a disagreeable 
task, this work often becomes so enjoyable and compelling that devoted 
and diligent exploration sometimes develops into a positive mania for 
collecting related memorabilia. 

Unfortunately, singers seldom take pains to look up the poem of a 
song in its original form. (Do you know that there are four lines missing 
from Samuel Barber s ''Nocturne"? Between "All my aching flows away" 
and "Even the human pyramids" there were originally these lines: "Con- 
dorus of the future rise through the stupor overhead and a million shak¬ 
ing sighs spring from the insulted dead." Can it be inconsequential to 
your understanding of Samuel Barber's purposes and creative methods 
that he chose to delete these lines? Surely, consideration of why he felt 
impelled to excise them from his setting of the poem would be a revealing 
and rewarding exercise for you.) 

Singers seldom insist upon reading the larger work from which a 
fragment was taken. (Have you read far enough in Wilhelm Meister to 
find the fragment used by Hugo Wolf in "Kennst du das Land"? Mignon's 
memories of "das Land" are very real, even though she cannot identify 
them as memories of Italy. Ours can be real only if we know, from read¬ 
ing the novel, that the land is Italy. For example, the "Marmorbilde" are, 
as one who reads the novel knows, most likely Italian statuary from 
Mignon's home.) 

Singers seldom check out exactly who that obscure person named in 
the title was. (Are you really sure who Suleika and Bilitis were? And inci¬ 
dentally, what is a Knaben Wunderhorn? Not having perused Pierre 
Louys's Songs of Bilitis, one would be ignorant of who Bilitis is, where 
she is, and her age and personality. Surely it is central to your interpreta¬ 
tion of these songs to know that Debussy chose one song from each of 
three periods of her life—youth, adulthood, and maturity. Indeed, the 
third song means absolutely nothing unless it is understood to be a sym¬ 
bolical description of the end of youthful fantasy.) 

When you are singing the Ludions cycle by Satie are you aware that 
Leon-Paul Fargue was describing sights and scenes experienced during his 
notorious and incessant taxi-riding about Paris? (Making sense out of 
these poems is impossible if one has not studied Fargue and his life, his 
compulsions, and his writing methods. Satie certainly knew that Fargue 
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wrote sometimes in baby-talk, that Fargue described unrelated impres¬ 
sions flashing by his taxi-window, that Fargue was credited by Parisians 
with knowing the city better than anyone, that a list of Fargue's favorite 
things included cats, ears, courtyards, chimneys, grazing deer, blind 
alleys, frogs, railroad men, taxis, washing of streets, the hours from mid¬ 
night to 6:00 A.M., pretty women, and Paris itself, all of which are in¬ 
cluded in his poems. Shouldn't you know what Satie knew?) 

When you were singing 'The Dying Nightingale" by Norman dello 
Joio did you make sure that you knew what an actual nightingale sounded 
like? (Once you make it your business to search out the call of the 
nightingale, we think you will discover both strict and fanciful musical 
allusions to the nightingale's song within piano and voice parts.) 

When your attempt at research has been thwarted after your first ef¬ 
forts, do you stop there? (Many allusions that appear classical are not to 
be found in the usual sources because they are imaginary. Had you pur¬ 
sued your subject to a final solution, you would have brought to light the 
facts that Orplid in Hugo Wolf's "Gesang Weylas" and Silpelit in Wolf's 
"Elfenlied" are both figments of the poet's imagination.) 

When you are singing Debussy's "Fantoches" or "Le Faun," do you 
realize that the poems are from a set inspired by the life-styles pictured in 
the paintings of Watteau and Fragonard? (In these paintings one always 
finds depicted sculpture placed in gardens where formality is typified by 
manicured trees and shrubs and elegantly dressed women and men. The 
gardens are peopled by commedia dell 'arte characters as well as the no¬ 
bility. Upon looking at these paintings, a person with a knowledge of the 
poems cannot but realize that the poet intended to breathe life into the 
pictures with his poetry.) 

When you are singing Hindemith's Marienleben cycle, are you aware 
that Rilke's goal was to describe the Virgin Mary in terms of the Greek 
ideal? (The thoughts and words voiced by Mary in some of the poems are 
a bit puzzling. In the Annunciation song, Rilke says (in paraphrase): "It 
was not that an angel entered which frightened her, but that he had the 
face of a young man." In "Vor der Passion" Mary says to Jesus upon the 
cross, "If you had wished, you could have been born not of a woman. A 
savior should properly be found in the mountains or some strong place. 
A rock could bear this grief better than a woman." In "Pieta" she says, 
"The last time I felt your weight upon me, you were in my womb." All of 
these slightly unexpected reactions are understandable when one realizes 
that Rilke, as explained in the foreward to his poems, is serving the 
Greek ideal—Mary as a woman, not as a divinity.) 

When you sang the "Serenade," did you realize not only that Britten 
tailored it to Peter Pears's voice, but that throughout the years of their 
artistic collaboration Mr. Pears influenced and broadened Britten's liter¬ 
ary interests? (Knowing that the aesthetic vocal requirements of "Seren- 
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ade" are conditioned by the vocal style and gifts of Peter Pears, interpre¬ 
tive and musical decisions can be made with greater authority.) 

When you are struggling with the non sequiturs of Malipiero's Quat- 
tro Sonnetti di Burchiello, do you realize how clear they become when 
you have researched the poet Burchiello? (Not even your word-for-word 
translation could have helped you to make sense of the poems. Only dis¬ 
covering Burchiello's identity as Italy's first nonsense poet could solve 
the utter incomprehensibility of these songs.) 

Consider once again Mr. Levine's words: "It means somehow 
fathoming the depth, breadth, and complexity of the most imaginative 
impulses of men, many of whom lived hundreds of years ago." 


SUGGESTED TITLES FOR 
RECITAL SINGERS AND 
ACCOMPANISTS 


Music History and Theory 

English Song, Dowland to Purcell, Ian Spink; Scribner. 

Music of Spain, Gilbert Chase; Dover Publications. 

Twentieth Century Music, Peter Yates; Minerva Press. 

The New Music, Aaron Copland; W. W. Norton and Co. 

A History of Modern Music, Paul Collaer; Grosset and Dunlap. 
Musical Form and Musical Performance, Edward T. Cone; W. W. 
Norton and Co. 

Music from Inside Out, Ned Rorem; G. Braziller. 

Music and People, Ned Rorem; G. Braziller. 

American Music since 1910, Virgil Thomson; Holt, Rinehart, and 
Winston. 

Ideas and Music, Martin Cooper; Chilton Books. 

The Interpretation of Early Music, Robert Donington; St. Martin's 
Press. 

The Performer s Guide to Baroque Music, Robert Donington; 
Scribner. 

The Music of Black Americans, Eileen Southern; W. W. Norton and 
Co. 

Music and Some Highly Musical People, James Trotter; Johnson 
Reprint Co. 
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French Song from Berlioz to Duparc, Frits Noske; Dover Publica¬ 
tions. 

French Songs, Charles Panzera; Schott. 

The Theories of Claude Debussy, Leon Valias; Dover Publications. 
French Music from Berlioz to the Death of Fame, Martin Cooper; 
Oxford. 

A History of Song, Dennis Stevens; W. W. Norton and Co. 
Approach to New Music, Wolfgang Rebner; C. F. Peters. 

Biography 

The Singer and His Art, Aksel Schi^tz; Harper and Row. 

Debussy: Man and Artist, Oscar Thompson; Tudor Publications. 
Journal de mes Melodies, Francis Poulenc; Grasset (Paris). 
Recollections and Reflections: Richard Strauss; Boosey and Hawkes. 
Schumann, Andre Boucourechliev; Grove Press. 

Hugo Wolf, Frank Walker; Knopf. 

Gustav Mahler, Bruno Walter; Schocken Books. 

The Great Singers, Henry Pleasants; Simon and Schuster. 

Interpretation 

Interpretation in Song, Harry Plunket Greene; Macmillan. 
Interpretation of French Song, Pierre Bernac; Praeger. 

The Art Song, James Hurst Hall; University of Oklahoma Press. 
Schubert Songs, Richard Capell; Macmillan. 

The History of Music in Performance, Fredrick Dorian; W. W. Nor¬ 
ton and Co. 

Mind Your Musical Manners, Claudette Sorel; Marks Music Corp. 
Audition, Michael Shurtleff; Walker & Co. 


Catalogues 

Music for the Voice, Sergius Kagen; Indiana University Press. 
Repertoire for the Solo Voice, Noni Espina; Scarecrow Press. 
Classical Vocal Music in Print, ad. Thomas Nardone; Musicdata. 
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Word by Word Translations of Songs and Arias (Vols. 1 and 2), Ber- 
ton Coffin, Werner Singer, Pierre Delattre; Scarecrow Press. 

The Ring of Words; An Anthology of Song Texts, Philip Miller; W. 
W. Norton and Co. 

Handbook of fohann Sebastian Bach's Cantatas, Werner Neumann; 
Breitkopf & Hartel, Leipzig. 

Directory of American Women Composers, Julia Smith, ed.; Na¬ 
tional Federation of Music Clubs. 

The Singer's Repertoire, Berton Coffin. Vol. 1: Coloratura, Lyric, and 
Dramatic Soprano; Vol. 2: Mezzo Soprano and Contralto; Vol. 3: 
Lyric and Dramatic Tenor; Vol. 4: Baritone and Bass. Pruett 
Publishing. 


Diction 

Singers' Manual of English Diction, Madeleine Marshall; Schir- 
mer Books. 

An Outline of Italian, French, and German Diction for the American 
Singer, John Moriarty; E. C. Schirmer. 

Singers' Manual of Latin Diction and Phonetics, Robert S. Hines; 
Schirmer Books. 

Singers' Manual of German and French Diction, Richard Cox; 
Schirmer Books. 

Singers' Italian, Evalina Colorni; Schirmer Books. 

Phonetic Readings of Songs and Arias, Berton Coffin et aL; Pruett 
Publishing. 


Acting 

My Life in Art, Constantin Stanislavski; Theater Arts Books. 
Stanislavski on Opera, Constantin Stanislavski and Pavel Rumyant¬ 
sev; Theater Arts Books. 

Acting: The First Six Lessons, Richard Boleslavsky; Theater Arts 
Books. 

Acting, Toby Cole; Crown Publishers. 

The Dramatic Imagination, Robert Edmond Jones; Theater Arts 
Books. 

The Resurrection of the Body, Edward Maisell; Delta Books. 
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Accompanying 

The Unashamed Accompanist, Gerald Moore; Macmillan. 

Singer and Accompanist, Gerald Moore; Macmillan. 

The Well-Tempered Accompanist, Coenraad V. Bos; Presser. 

The Art of Accompanying and Coaching, Kurt Adler; University of 
Minnesota Press. 


GUIDELINES FOR PRACTICE 


1. In order to mount a studio recital with a theme (one song by each 
student), research songs with texts from plays or novels, such as Honeg¬ 
ger s Petit cours de Morale from Giraudoux's Suzanne et le Pacifique; 
Schubert's "Hark, Hark the Lark" from Shakespeare's The Tempest; or 
"Hotel," one of the songs from Samuel Barber's cycle Despite and Still, 
the text of which is from James Joyce's Ulysses. 

2. You are a baritone who wishes to perform Poulenc's Le Travail 
du Peintre. Research information about the various paintings and the 
painters' styles alluded to in this work in order to prepare yourself suf¬ 
ficiently. 

3. Find a variety of early music by British composers from which a 
program for one or two male voices could be built. 

4. Research the specific qualities of, and the differences between, the 
two French song forms—melodie and romance. Find a number of appeal¬ 
ing and worthy romances from which a group could be selected. 

5. Search out compositions by black composers, giving special at¬ 
tention to those before the twentieth century (such as Samuel Coleridge- 
Taylor), with the view to preparing a program drawn entirely from the 
works of black composers throughout the ages. 

6. In Poulenc's song "Violon," taken from his cycle FianQailles du 
Rire, set to poems of Louise de Vilmorin, there is a reference in the first 
line to "couple amoureux." Seek the exact meaning of this allusion (it 
does not refer to a flesh and blood couple). 

7. Given the subject "Christmas Legends in Four Countries," find 
enough songs for a program with two or three singers. 

8. Find materials from which you could make a part of a program or 
a group of songs related to Hallowe'en—mysticism, elves, sprites, 
mermen and maids, witchcraft and witches, nixes, goblins, trolls, 
sorcery—in both America and Europe. 
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9. From Garcia's traveling zarzuela troupe to Albeniz and Falla's ar¬ 
rival in Paris, Spanish rhythms and melodies had a striking influence 
upon composers of many non-Spanish nationalities. Find enough from 
which to devise a program. 

10. The following references appear in major song literature. Find 
out exactly who and what each one is. 


Ganymede 
Gruppe aus Tartarus 
Hidalgo 
Walpurgisnacht 


Coeur-Bub 
Goyescas 
Maja, majo 
Der Feuerreiter 


11. How many major composers can you find who made settings of 
folk music of the British Isles? 

12. You are a baritone who has been assigned by your voice teacher 
Purcell's "Let the Dreadful Engines." Your task is to find the play from 
which this is taken, the character who sings it, and his motivation. 

13. Because an understanding of the poet's life is essential to your 
performance of Les Illuminations by Britten, do an in-depth study of this 
part of Rimbaud's life. 

14. Research the chronology of Virginia Woolf's psychological 
states corresponding to her diary entries that are dated in the title of each 
song in From the Diary of Virginia Woolf hy Dominick Argento. 

15. Put together a group of songs with texts by James Joyce. Write 
program notes for this group, stressing all details that relate to Joyce's 
love for music and singing. Joyce was given to making geographical 
references—imaginary and real. Do not neglect to ferret out the location 
and/or significance of each such reference. 


Methods of 
^ ^ Study and 
I vJ Memorization 


How do you begin to study a song? Do you jump 
into it singing full voice, cosseting yourself emotionally? We strongly 
believe that in this way you do yourself and the music a disservice. In¬ 
stead, listen to the entire song, responding to its esthetic appeal. Any de¬ 
cision as to whether you like it or not cannot be taken while indulging in 
what would certainly be fairly inept vocalizing. Listen to a record or let 
your coach play it through. Speak the words. Try to understand the 
overall meaning. Only then, and only if you like it (don't sing it if you 
don't like it!) are you ready to tackle it. 


LEARNING THE MUSIC, THE 
FIRST STEP 


The first step is an irksome one, to learn the notes. The phrase 
"learning the notes" does not mean simply learning pitches. Matters of 
rhythm and tempo are far more important than the pitches at this stage. 
True musical security cannot be achieved if the command of the rhyth¬ 
mic elements is in any way weak. Except in the most contemporary mu¬ 
sic, once the rhythms are sorted out with absolute accuracy, pitch prob¬ 
lems are minimal. Even in extremely avant-garde music, basing your 
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study of the pitches on a rhythmic command of less than one-hundred 
percent accuracy is asking for trouble somewhere down the line. 

Silence is musical. Silence plus one note is musical, but one note is 
not musical. Even at the most primitive level, music must consist of two 
sounds in a rhythmic relationship. This is why rhythm is the basic ele¬ 
ment of music and, accordingly, the element that provides stability. 
Consequently, we recommend that the goal of musical security will be 
served far better by first learning the rhythms; second, the rhythms plus 
the words; third, the pitches without the words; and, finally, pitches, 
rhythms, and words together. In short, rest all other disciplines on the 
bedrock of correct rhythms. This, then, should be your system of study: 

1. Speak the rhythms alone, without pitches or words. Using "la" or 
some such syllable, study small segments at a time, gradually in¬ 
creasing the speed from very slow to a faster tempo than that marked 
in the music. When you can sing all the rhythms easily and consis¬ 
tently correct at the too-fast tempo, proceed to step 2. 

2. Speak the rhythms with the words, without pitches. Again, study 
small segments at a time before attempting long segments. Again, in¬ 
crease the tempo from slow to faster than the proper tempo until 
words and rhythms are consistently and easily accurate at the fastest 
tempo. When reciting the words in rhythm, it is most efficient to 
practice them with most of the intended diction skills operative.^ 

3. Sing the pitches alone. (Do not worry if, when searching for ac¬ 
curate intervals, you distort tempo or rhythm temporarily.) Using 
only "la/' work on the same small segments; use the same sequence 
of tempos as a test of accuracy. 

4. Sing the pitches to 'la," concentrating on demanding correct 
rhythms. Proceed from a slow to a fast tempo, as before. 

5. Sing pitches, rhythms, and words at tempos from slower to faster 
than necessary. 

6. Take great care not to learn anything wrong! Unlearning is a tor¬ 
tuous process. 

7. Only now is it time to learn to sing your song! 

Although such a system might seem to be very time-consuming, it is 
actually extremely efficient in the long run (much faster than correcting 
wrong habits later). For either the beginning or advanced singer, it re¬ 
sults in an infinitely more secure musicianship, thus freeing the singer to 
attend to vocal and interpretive problems. 

Do not sing one note more than necessary during this early stage. In¬ 
stead, use the piano, croon lightly, sing falsetto, sing softly down an oc¬ 
tave—any method—but do not allow the initial period of learning the 


1. See below for more on diction. 
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notes to freeze the voice accidentally into awkward or harmful patterns 
which will have to be unlearned later. 


STUDYING THE SONG 


Form 


At this point, take a few minutes to study the musical form of your 
song. The song will ultimately be easier to memorize if the formal ar¬ 
rangement is clear in your mind. More important, understanding the 
form of a musical piece is a great interpretive aid. The musical structure 
used by the composer was, after all, not a gratuitous choice; the form is 
in a sense the meaning. (A three-part form must by its very nature ex¬ 
press a contemplative or lyric moment, whereas the durchkomponiert 
form may be used for poetry that sets forth a dramatic sequence of 
moods.) 

A sensitive, musical person will find that the emotional meaning of a 
three-part form^ is different from, let us say, a variation form.^ In the 
three-part form, what does it mean to you to return to the A section (A^) 
after the B section? Is A^ a reaffirmation of the text? Is A^ emotionally 
stronger or weaker than A? Has the composer made some slight changes 
the second time around? Would you gain interpretively and stylistically 
by ornamenting A^? Is the B section in strong conflict with A or is it sim¬ 
ply a reflection on the same idea? From the answers to these questions, or 
ones like them, you will determine for yourself what is the significance of 
this form. 

How does a rondo form'^ with the returning A section illuminate the 
words? What effect does a two-part form leave?^ Again, why do you 
think the composer did that? Why did he evade the cadence? Why did he 
write in 12/8 time instead of using triplets in 4/4? The form and the nota¬ 
tion on the printed page represent the only real message the composer 
can convey to you. It is up to you to scrutinize what is there and to be 
aware of its meaning to you personally. This meaning, it goes without 
saying, may be something entirely different for another singer. 

Ever delightfully unabashed at sharing his personal musical feelings 
when conductor of the Collegiate Chorale in New York City, the eminent 
Robert Shaw wrote, "I believe that form in music is a symbol of relations 

2. E.g., "Piangero la sorte mia," Handel. 

3. E.g., Part II of "Busslied," Beethoven. 

4. E.g., "Gretchen am Spinnrade," Schubert. 

5. E.g., "Der Tod und das Madchen," Schubert. 
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of values, not merely a blueprint of construction technique."^ He also felt 
that 


the spiritual and emotional implications of form in music are not to be 
taken glibly. Pattern is not simply two plus two. Or perhaps two plus 
two is a far more significant thing than our childish memorizations tes¬ 
tify. Certainly two plus two has not the meaning of two times two, nor 
yet of four times one. The new whole is greater here, also than the sum 
of its parts. The elements of pattern possess an inexplicable significance 
beyond their patent arithmetic. 

Form in music is a symbol, and it symbolizes something to which 
we can only give the name of spirit. When we have recognized the de¬ 
vices and tabulated the relationships, we will not have explained it 
away. It exists in spite of our understanding. At some point deep in hu¬ 
man consciousness pattern will answer pattern, and that will be no 
crisp intellectual gymnastics, but a warm and moving awareness. What 
we call emotion is surely a part of it. Tears, laughter, and a tensing 
spiritual temper are well within the beckon of Form.^ 

Nevertheless, one cannot describe the objective of form as beauty. 
Eight measures is not more beautiful than ten. Most of us agree that mu¬ 
sic is meant to be enjoyed. To understand gives pleasure. So does form, 
in organizing ideas to give comprehensibility, also give us beauty. 

According to Edward Cone, the comprehension and communication 
of musical style can be considered the final responsibility of perform¬ 
ance. Cone defines totally satisfying musical composition as one that is 
capable of both immediate and synoptic comprehension. While most 
practical performance instruction is aimed toward heightening immedi¬ 
ate apprehension, his essays Musical Form and Musical Performance^ 
present an approach that emphasizes the 'performance of form." Cone 
conceives musical form as being basically rhythmic: "It is not, as conven¬ 
tional analysis would have it, thematic, nor, pace Schenker, harmonic. 
Both of these aspects are important, but rhythm is basic.Therefore, 
valid performance depends "on the perception and communication of the 
rhythmic life of a composition.Thus, the comprehension of the rhyth¬ 
mic structure of a composition becomes the basis for understanding its 
form and style and for successfully communicating this to an audience. 
Finally, the structure of the whole must be presented at the expense of 
more superficial details important only in the surface structure: "Every 

6. Robert Shaw, personal letter. 

7. Robert Shaw, personal letter. 

8. Edward T. Cone, Musical Form and Musical Performance. New York: W. W. Norton 
and Co., Inc., 1968. 

9. Ibid., p. 25. 

10. Ibid., p. 35. 
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valid interpretation thus represents not an approximation of some ideal, 
but a choice: which of the relationships implicit in this piece are to be em¬ 
phasized, to be made explicit?"'^^ 


Accompaniment and Structure 

You should next examine the accompaniment. Let the study of the 
piano part give you not only musical security but a further understand¬ 
ing of what the composer was trying to express. On the pragmatic level, 
ask yourself: When am 1 supported by the accompaniment^^ and when 
am I not?^^ How do the introductions and interludes bring me in rhyth¬ 
mically?^^ If some difficulty is experienced melodically in the early stages 
of learning, sing aloud the piano note or notes to which your first note 
has a relationship.^^ Later you can simply think these notes. Is the ac¬ 
companiment intended to be an equal voice^^ or a literal ''accompani¬ 
ment?"^^ If the voices are equal, who is the soloist at which moments? 
The proper tempo is set not just by what suits the voice part and what the 
words dictate, but by the figures in the accompaniment.^® Will it not 
sound rushed when the speed of your quarter notes makes the pianist's 
thirty-second notes so fast as to be almost unplayable? 


Language and Diction 

Before taking up methods of studying the text per se, let us consider 
the requirements of the various languages in which your song might be 
written. 

11. Ibid., p. 38. 

12. In Aaron Copland's "Ching-a-Ring-Chaw" the piano provides an uninterrupted and 
inflexible support to the singer. 

13. In David Diamond's "On Death" the piano actually enters several lines after the voice. 

14. In Falla's "Polo" {Siete Canciones) there is virtually no way to find your entrance 
correctly time after time without memorizing the rhythmic lead-ins of the accompani¬ 
ment. The tune is minimally helpful. 

15. In Randall Thompson's "Velvet Shoes" (bars 67-69) the tune (formed by the phrase 
ending with the piano's sustained E sharp and the singer's F) brings him in easily. In 
Faure's "Clair de Lune" the piano's well-defined melody leads in bar 12 directly to the 
singer's entering note, in effect fabricating for one minute a new composite melody. 

16. In Wolf's "Auf dem griinen Balcon" the piano plays a melody that is completely 
independent of the voice's melody. 

17. In Obradors' "Dos Cantares Populares" the piano is literally an accompaniment of 
strumming arpeggios. 

18. In Brahms' "Meine Liebe ist griin" the piano's alternating eighth notes, not the vocal line, 
indicate the correct tempo. 
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ENGLISH 

We Americans somehow continue to be surprised that an English 
text does not guarantee an absence of problems. Certainly, French and 
German singers study how to sing in their native tongue. Italian coaches, 
aware of the probability of local and regional habits polluting the purity 
of their accent, keep a pronouncing dictionary handy on the piano to 
check their own language. 

Why should we assume that speaking English is the same as singing 
English? The actual duration of sung vowels is longer than spoken 
vowels. That fact alone would necessitate a new command of English 
even if nothing else changed between spoken and sung language. But 
things do change demonstrably. Vowels must sometimes be modified, 
diphthongs clarified. No, it must be faced: English diction for singing re¬ 
quires a thorough study. To regard it as a foreign language is most pro¬ 
ductive. To sing in English is not more difficult than in other languages, 
but our careless treatment of it makes it seem so. 


DICTION 

Consider from a general point of view some of the ramifications of 
diction skills. Emile Renan, singer, voice teacher, and stage director par 
excellence, directs our attention to the existence of a second, often disre¬ 
garded, meaning for the term diction. A classic definition of diction com¬ 
monly accepted without question is '"degree of distinctness of speech 
sounds." But the thesaurus gives also "manner of expression," "choice of 
words," "high level of word usage," and "eloquence." Mr. Renan be¬ 
lieves that there is a need to "balance the demands of clarity as well as the 
(usually) unconscious responses that the librettist's choices of words 
evoke in the sensitive artist." He points out, as an example, that "Stanley 
Kowalski's given words cannot help eliciting a style of word utterance, 
and hence articulation, vastly different from Otello's or Melisande's." 

As to the various schools of vocal thought regarding the restricted 
meaning of diction skills, no one would argue that proper enunciation 
and pronunciation of words does not guarantee vocal freedom, but bad 
diction skills can easily undermine vocal beauty. For these reasons, and 
also because of the vital importance of the word to meaningful singing, 
diction is not secondary to vocal technique. Moreover, diction always 
goes hand-in-hand with singing style and personality. Physical deport¬ 
ment plus facial and body indications are personality factors that, like 
diction, are communication aids. 

Let us examine a few general principles. [For an exhaustive discus¬ 
sion of the subject, we suggest The Singer's Manual of English Diction, 
(Schirmer Books) by Madeleine Marshall, or An Outline of Italian, 
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French, and German Diction for the American Singer (E. C. Schirmer) by 
John Moriarty.] Although diction must be viewed technically as pronun¬ 
ciation, enunciation, and articulation, it is somehow irresistible to think 
of diction unilaterally as either a problem of intelligibility or a problem 
of vocal technique. The truth is that it is both, and the only viable solu¬ 
tion is one that treads the delicate line between clarity and comfort. 

The difficulties presented to the singer by the bare mechanistic con¬ 
trol of consonants are caused by the fact that consonants have the capac¬ 
ity to destroy vocal stability, and thereby vocal beauty. They can close 
the mouth (the voice benefits from its being open); they can stop the air 
(the voice benefits from its constant flow); and they can give tension to 
the singing muscles (the voice benefits from their looseness). The solution 
is neither to stop pronouncing well (for vocal ease) nor to overpronounce 
(which leads to vocal misuse), but to find a way to give maximum intelli¬ 
gibility without sacrificing vocal beauty. Frequently, one technique pro¬ 
vides both. Compromise is not always necessary. 

Logically, one must acquire the muscular coordination that makes 
the consonants swift, crisp, and energetic, but loose. The ability to re¬ 
duce them to the least physical movement without weakening them is 
perhaps the hardest part. It takes some application. The voiceless conso¬ 
nants are somewhat less conducive to tension than the voiced. Therefore, 
it is often advantageous to substitute voiceless for voiced, a practice that 
is almost undiscernible when done where most often needed—on the 
higher pitches. Moving them over to the right (that is, as close to the next 
vowel as possible) is more a matter of habituation to the legato connec¬ 
tion principle advocated by almost all voice teachers. This makes possi¬ 
ble the much valued 'singing on the vowels." Then it is fairly simple to 
apply the specific rules from each language (e.g., the Italian double con¬ 
sonants, which are of necessity longer—but not more constricted!—and 
the sometimes obligatory glottal stop in German). 

Using the schwah to separate consonant clusters is a good example of 
a technique that gives both vocal comfort and a high degree of clarity. 
Placing a vowel (the schwah, ^), however short, between consonants, ef¬ 
fectively shortens the time spent on consonants and relieves the conse¬ 
quent tensions. This same separation highlights each consonant and pre¬ 
vents the composite twosome from being misunderstood. If the schwah is 
carefully sung on the pitch assigned to its word, the carrying power of 
the consonant is enormously increased. Just be wary that the added 
schwah, or the lack of it, does not inadvertently form another recog¬ 
nizable word. 

There are many schools of thought about the vocal propriety and/or 
efficacy of the migration of vowels. But no one disputes that, when intel¬ 
ligibility is the primary concern, what the audience perceives as the 
vowel might as well be the vowel; that is, if changing an ill-placed I (sit) 
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to an 8£ (sat) gives vocal ease and is perceived by the listener as I (sit), 
why not take advantage of the fact? Moreover, concepts of vowels irre¬ 
futably vary within languages and within nations. 

Generally speaking, when vowels are modified, they are tilted one 
degree at a time toward more closed or more open. This is done for vari¬ 
ous reasons: comfort, a better-placed tone, etc. Spectography has proven 
that sung vowels and spoken vowels are not identical. Even within sung 
vowels, duration, pitch, and vocal strength prevent the sound from be¬ 
ing the same. 

In addition, those who espouse the cause of vowel modification 
sometimes answer critics who complain about integrity of pronunciation 
thus: if the listener speaks the language you are singing (while modifying 
certain vowels), then he will understand what you are singing in spite of 
your slight adjustments (as he does in the theater where he hears in con¬ 
text and fills in words that escape him, or as he does when he under¬ 
stands text in spite of a dialect or regional accent). If the listener does not 
speak the language being used, then he will not be offended that you 
have adjusted the vowels. 

On the other hand, those who eschew anything less than absolutely 
pure vowels at all times usually base their stand upon vocal considera¬ 
tions, Yet, most singers are more than willing to accept the premise that, 
for example, high frequencies demand an adjusted-toward-open vowel. 
A strange detail becomes apparent when indulging in such migrations. If 
the singer during a rising melodic line '"opens" his i (eat) vowel for com¬ 
fort, the listener will still recognize f. If the singer, instead, actually 
moves wittingly to an e (slay), the listener will perceive e. In other 
words, the listener hears what the singer intends to sing. (Naturally, we 
presuppose sufficient diction skills for these purposes.) No matter how 
close to e (slay) his opened f (eat) is, if he still intends to sing i, we will 
hear i. Thus one could say that the pure vowel f is still acoustically 
present. 

Diphthongs and triphthongs are best handled by means of rhythms; 
that is, the physical qualities of ai (my) include a puie a (palm) that 
moves to a pure i (eat). The decision as to when to move to the second 
vowel is governed mostly by conventions of the language being sung, 
and partially by vocal considerations of comfort and beauty. Often a ra¬ 
tio of 2/3 for the first vowel and 1/3 for the second is acceptable and in¬ 
telligible. When the note is very long this proportion becomes 3/4 to 1/4 
and when the note is very short the proportion becomes 1/2 to 1/2.^^ 
Again, a balance must be struck between the demands of clarity and 

19. Ralph Appelman s The Science of Vocal Pedagogy (Bloomington: Indiana University 
Press, 1967) is possibly the most exhaustive treatise on the physiological and psycho¬ 
logical ramifications of diction. 
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comfort in each instance. The comfort/clarity ratio generally works in 
this fashion: reserving the secondary vowel of a dipthong until the very 
end of the note gives maximum vocal ease, but pronouncing it earlier 
tends to accord it greater distinctness. 

Even after learning and applying these mechanical skills, you have 
not completely plumbed the depths of diction problems. You may pro¬ 
nounce the words correctly, you may enunciate the text clearly, but you 
have not yet extracted the ultimate advantage from them. The expressive 
quality of the words needs more attention. When you sing in a language 
you speak, your easy sensitivity to text leads to automatic placement of 
stress and intensity through your articulation. The emotional content 
and meaning of each word is in this way revealed. 

To touch on* the most mechanical expressive possibilities of diction, 
let us use the word “sweet" as a point of comparison. When you say the 
Italian word “dolce" eloquently, you logically dwell on the liquid /, but 
when you say the French word “douce" meaningfully, the sibilant c is un¬ 
consciously extended, as it is with the German “siiss." In English both the 
w and the s of “sweet" is inclined to be prolonged. 

Returning to the discussion of the subtle influence of diction's 
broader aspects, we perceive that after organizing, assembling, and 
transforming all ideas, concepts, and images suggested to him by the mu¬ 
sic and text the singer must communicate all this to the audience partially 
through his diction skills—a considerable effort! 

Mozart's setting of Italian librettos proves the proposition that he ex¬ 
ploited all musical devices fully in order to extract maximum expressive 
impact from each word. You will find the double consonants actually no¬ 
tated and the prosodic accents represented by lower and higher pitches as 
well as by intricate rhythmic devices, not excluding rest values. 

One suspects that the consonants differ from vowels in the nature of 
their expressive capacity. The vowels, being longer, tend to indicate 
emotions through the vocal colorations (bright, dark, etc.), whereas the 
expression supplied by the consonants is more connotive, declamatory, 
eloquent, sometimes even onomatopoeic. (And do not forget that the 
sound itself is used by each language for part of the meaning.) When they 
are properly unified and stressed, vowel and consonant together create a 
word that is alive and persuasive. 

The aphorism “words are condensed but thoughts expand" leads us 
directly to the necessity for the expressive use of the words. They must 
paint pictures of the life created by the author and infect the audience 
with the desire to see those images. Thus the text enters into a rudimen¬ 
tary partnership with the composer and performer. And so we come full 
circle. To do this, you must initially possess the first-class diction skills 
we have described. 
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FOREIGN LANGUAGES 

Now let us return to the subject of foreign languages for an Ameri- 
can singer. It is clear that Italian, German, and French are the most essen¬ 
tial. What exactly must a singer know about these languages? From a 
practical standpoint, it is necessary to have a good accent and to under¬ 
stand the basic tenets of grammar. The need for an authentic accent is 
self-evident, but why grammar? If you cannot find the infinitive in the 
dictionary because you do not know the verb forms, then you cannot do 
literal translation of a song text, which in our estimation is imperative. A 
big vocabulary is not necessary, just enough grammar to be able to look 
words up swiftly and accurately. Also, if the grammar is beyond you, 
how can you make sense of the text when you are singing? 

What is not necessary but desirable is a conversational ability and a 
literary sense in that foreign language. With such skills comes a deeper 
understanding of nuance and the inflections of poetry or prose in another 
language. Fiidden meanings are then made clearer; strange idioms and al¬ 
lusions then become an integral part of your personal interpretations. 


Text and Subtext 


When studying the various aspects of the text you must be prepared 
to spend a lot of time. Study the text separately. Why not write it on a 
piece of paper and carry it with you? This is what Hugo Wolf did, some¬ 
times carrying the poem about for many years so that he might illumi¬ 
nate the words further with his music. Think of Verdi, sitting in his gar¬ 
den reciting aloud Shakespeare's words for three years before writing 
any music for Otello. Just as most composers began with the words, so 
must you. (For a full discussion of text-setting, see Interpretation, 
Chapter 11.) The great song composers can epitomize in a two-minute 
song what would take an entire novel or a whole play to set before us. 
You must determine the essential qualities of this complex and subtle ex¬ 
perience for yourself. "Music may illuminate, ignore or betray the text. 
The artist must find his way to resolve any conflict. 

To make your own literal translation is unavoidable and absolutely 
essential. Pay close attention to the verb tenses and pronouns. Otherwise 
you might miss a moment of insight or a meaningful change in verb tense 
from, say, past to future. For example, in one of the Marienleben songs 
of Paul Hindemith, there is a shift from "Ihr" to "du." This moment signi- 


20. William Gephart, chairman of the voice faculty, Hartford Conservatory. 
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fies a profound change in attitude from speaking to the world in general 
to addressing one person in the familiar form. 

Question every word of the text (translated, when necessary), to be 
certain that you have discovered hidden meanings. Find some personal 
discipline that will force you to investigate the text's fullest depths. Here 
are some suggestions: (1) write out the poem in your own words; (2) pre¬ 
pare a synthesis of the poem, reduced to its main elements; (3) another 
remarkably simple method is to substitute a word of absolutely opposite 
meaning for each salient word as written. It is surprising how this strips 
away complacency, opens you to new thoughts, and makes you sensitive 
to the poem in its original form. An excellent example is the exquisite 
song "Memory" by Theodore Chanler.^^ Study this poem of William 
Blake: 


Memory, hither come, 

And tune your merry notes; 

And, while upon the wind 

Your music floats, 

ril pore upon the stream. 

Where sighing lovers dream. 

And fish for fancies as they pass 
Within the wat'ry glass. 

ril drink of the clear stream. 

And hear the linnet's song; 

And there I'll lie and dream 
The day along: 

And, when night comes. I'll go 
To places fit for woe, 

Walking along the darkened valley 
With silent Melancholy. 

"Walking along the darkened valley with silent Melancholy"—why is the 
valley darkened and not light? (The picture of a darkened valley calls up 
further images—shadows, clouds obscuring the moon, etc.) Why a val¬ 
ley and not a mountain? (What things differentiate a darkened valley 
from a darkened mountain? Where would you walk in each? What 
would be your reactions to each?) Why is Melancholy silent and not talk¬ 
ative? (What would a talkative Melancholy say? How does a silent Mel¬ 
ancholy affect you?) This trick, quite simply and efficiently, assures that 
you sharpen your senses to realize the full importance of each word, mo¬ 
mentarily separate from the musical support. 

21. Chanler was once described by Virgil Thomson as perhaps the only American 
composer who fit his criteria for a Lieder composer. 
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Do not neglect to research any obscure literary references. (See 
Chapter 9.) And do not let someone else do all this for you. Do not de¬ 
pend solely upon your teacher's taste and development. Your own effort 
in such work is not only most rewarding but integral to your interpreta¬ 
tion. Claudio Arrau in an interview with Richard Dyer iterates his belief 
that putting himself into the world of the composer results in a creative 
flight of imagination, which in turn develops a type of interpretation that 
he properly and unashamedly calls Beethoven-Schnabel or Beethoven- 
Arrau, each different and both of value. No less an artist than Vladimir 
Horowitz agreed: "Once I sit down I transform myself. I see the com¬ 
poser. I am the composer, 

Recite aloud the words of the poem. Recite them aloud daily. Allow 
time for their full meaning to infiltrate your consciousness. Say them 
with meaning, plumbing the depths of the text. Speak them as a poetic 
recitation. 

Avoid the pitfall of assuming that the search for textual inflection 
and nuance are confined to poems in a foreign language. Do not take for 
granted that an English text speaks for itself, leaving diction as the only 
problem to be confronted. John Duke, a superb composer of songs, says, 
"Speaking a poem so that its meanings become clear and its words, 
rhythms, and emphases are correctly reproduced is by no means an obvi¬ 
ous and easy task. I suggest that a good recitation of the poem should 
be the first step in the study of a song in English, as in any other 
language. 

When you have come to a conclusion about what you think the 
words mean, return to the music. Question the significance of every 
mark, remembering that composers' notation practices vary widely. 
Mozart's style was to notate very little; Debussy marked everything me¬ 
ticulously. Does Debussy, through the music, its notation, and his pro¬ 
sodic arrangement of the words, show you that he concurs with your in¬ 
terpretation of the poem? What you are searching for is not what Ver¬ 
laine meant by his poem, but what Debussy thought Verlaine meant. If 
his music does not jibe with your ideas about the poem and justify your 
conclusions, either revise your opinion or do not sing the song. 

Test your comprehension of the interplay between the words and the 
music by the following method. Can you recite the poem aloud in tempo 
and in strictest rhythm with correct dynamic levels as dictated by the 
composer's markings without the dramatic content breaking down? On¬ 
ly when these two tasks go easily together have you solved the musical 
equation. 

22. Helen Epstein, "The Grand Eccentric of the Concert Hall/' The New York Times 
Magazine, January 8,1978, p. 15. 

23. John Duke, "Some Reflections on the Art Song in English," The American Music 
Teacher, February-March, 1976, p. 26. 
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The Recitative 

A word here about the subject of recitative singing: the recitative ad¬ 
justs its music to reflect every change of mood and action by avoiding 
melodic or harmonic commitments and their results. 

Many singers like to begin work on a song (after it has been learned 
musically) by solving the technical vocal problems first. But even these 
''technique first" singers know that in learning recitative dramatic feeling 
of the text determines everything, including vocal considerations. Conse¬ 
quently, the process must be reversed. There are, of course, slight varia¬ 
tions in performance practices from different historical periods that must 
be sought out and observed. Our discussion will confine itself to the 
preparation and learning techniques that will remain almost uniform, al¬ 
beit colored by your knowledge of these various performance practices. 

The bulk of recitatives sung by a recital singer will probably be 
found from early music repertoire. Therefore, such matters as: 

1. the visible difference between Italian and French Baroque recita¬ 
tive time-signatures, and the proportion of one signature to another; 

2. the exact meanings of early time-signatures and time-words, and 
especially their relationship to performance practice; 

3. continue accompaniment, its style as well as proper instrumental 
forces, for recitatives from the eighteenth-century repertoire, as con¬ 
trasted to those of the seventeenth century; 

4. whether the harpsichord should fill out the figured bass with 
counter-melodies or not; 

5. whether the cadential or punctuational chords come on the last 
note of the vocal line or after it; 

6. when unwritten appoggiaturas are standard practice; 

7. the various musical situations requiring long or short appog¬ 
giaturas; 

8. the proper dispersal of other types of ornaments; 

9. the restrictions or precepts relating to the trill 

are practical decisions best built into the recitative before the actual 
learning process begins so as to avoid any necessity for inefficient re¬ 
learning later. For precise advice on performance practice of early music, 
especially those referring to differences between early practice customs 
and notation, we again refer you to Robert Donington's superb The Per¬ 
former's Guide to Baroque Music. 

Once your recitative has been rewritten a bit to reflect performance 
practices of the period, explore the rhythm and the tempo. Attack the 
rhythm first. Learn it as scrupulously as if no liberties were eventually to 
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be taken. (In truth, the rhythm will change very little, if at all, whereas 
the tempo will certainly fluctuate.) Choose a tempo well on the slow 
side. Repeat the words in precise, accurate, even pedantic, rhythm until 
the speed can be vastly increased without mistakes. Add the pitches to 
the rhythm-plus-words combination at a slow tempo that increases until 
all is under easy control at an arbitrary fast tempo. 

Now is the time to make interpretive decisions. Read the words over 
until their underlying meaning seems clear to you. Recite the words 
aloud, adding stress for emphasis, expressivity, or enrichment of the 
mood, idea, or drama. Do not rely exclusively on the music's rhythm for 
your eloquence; try to find it first from the words. Now examine the rela¬ 
tionship between the sense of the words and the way the composer 
scanned the syllables. Together they help to reveal the implications of the 
music to you. That is to say that one set of clues as to the composer's dra¬ 
matic intentions comes from the rhythmic proportions he assigned to 
various words. Pay very close attention to rhythmic combinations that 
you find different from what you personally would have done if you 
were to read the words aloud. This is likely to be a place where the com¬ 
poser will reveal certain hidden subtleties of his dramatic meaning. At 
the same time, extract all possible meaning from syllables that have been 
placed significantly higher or lower than other notes in that phrase or 
surrounding phrases. Pitch rises should indicate more importance. 
(When such accents are badly or mistakenly placed, it is very hard on the 
singer.) Remember that dramatic accents are achieved by pitches as well 
as durations. Try to fathom for what expressive purposes these things 
were done. 

When you feel that you have unlocked the real meaning of the 
words, then practice the communication of this expression. 

No matter how limited by the dictates of the historical period, the 
flexibility of the beat is virtually unchallenged as the fundamental device 
for communicating underlying import of the recitative text. Therefore, 
decisions of tempo should be made first, with due regard to pertinent 
performance practices of that period. 

The latest research seems to indicate that a constant pulse was used 
in recitative from 1590 to 1625. The so-called reciting style of the seven¬ 
teenth century was flexible but not unmeasured, the beat being guided by 
the feeling. Although the early Italian recitative does not require the beat 
to be so unmeasured as the later recitativo secco, they both require the 
singer to make interpretive decisions with more regard to expression than 
equality of beats. With Bach and Handel, recitatives were still more de¬ 
clamatory and less lyrical, but the French recitative of the same period 
remains, as in Lully's time, more of the cantabile and arioso type—that 
is, the enunciation is dramatic but the melodic line must, with rare excep¬ 
tions, not lose all lyricism. 
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Look through the text and make note of the emotional changes— 
ranging from violent to gentle—between phrases. These are hardest to 
spot in very secco recitative, and easiest when pointed up by composed 
passages between vocal phrases. Make your decisions as to tempos that 
articulate the emotional changes (always dependent upon your musical 
freedom within the style). Be aware that your options include complete 
tempo changes, ritards and accelerandos leading to new tempos, as well 
as variations of them all. Try to use as many subtle tempo variations as 
possible, depending on how much speechlike freedom is permitted stylis¬ 
tically. Bear in mind that you learned the rhythms accurately at the very 
beginning of your study so that the eventual ritards and accelerandos 
would not disturb the true proportions set down by the composer. Dy¬ 
namic levels are then fitted in, taking their cue, in the absence of any 
marks, from the feeling, just as the tempo does. 

Check for musical phrases that, although separated by small rests, 
belong together because of the sense of the words or the underlying emo¬ 
tions. Contrast these rests with those that truly underwrite a major 
change of thought or mood. Exploit the length of the latter, waiting as 
long as the dramatic moment and the musical conventions allow, and 
minimize the former, clearly indicating where the thoughts begin and 
end. A clear mandate on the subject of rests in recitative comes from 
Stanislavski himself, who, when told that there was indeed a rest where 
he thought there was, said, 'Then use it for all it's worth and in an ar¬ 
tistic way." 

As to the expressive quality of the words, take fullest advantage of 
the variety of articulations and great declamatory value of the conso¬ 
nants, as well as the many colors possible when singing the vowels. (See 
Chapter 7 for further ideas.) Note that idiosyncracies of the language are 
notated into the rhythm by such expert composers of recitative as 
Mozart. Watch for these indications. 

Practice speaking the recitative text in the chosen tempos with the 
dynamics in the proper places, rhythms still in proportion, until the feel¬ 
ing and its musical means fuse into one communicative whole. Now and 
only now can you determine how to articulate all this vocally. 


Accompaniment and Subtext 


Moving back to your song study, consider what mood is prepared 
and sustained by the accompaniment. Does it always change at the same 
moment when the voice part does? (For example, in Schubert's "Friihl- 
ingstraum" the accompaniment at measure 15 concomitantly with the 
voice changes the mood decisively.) Or does the accompaniment change 
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the mood first, anticipating the voice entrance with words that describe 
the new condition? (In Mahler's 'Tn diesem Wetter" from Kin- 
dertotenlieder, 91-100 of the piano interlude transport us, very gradu¬ 
ally, from stress and storm to peaceful acceptance at the voice's en- ^ 

trance.) Or perhaps the accompaniment figure (e.g., the leaping fish fig- r 

ure in "Die Forelle" by Franz Schubert) indicates a description of some 
constant factor in the words. When the accompaniment figure is un¬ 
changing throughout the song, how does it support the mood of the » 
vocal line? (Schubert's songs abound with samples of the accompaniment 1 
figure subtly changing from major to minor in order to underwrite the ? 
mood.) 

Examine the interplay of line between your part and the accompani¬ 
ment. What part of the inner life of the song is expressed by the accompa¬ 
niment? One of the most compelling of a vast list of special insights that | 

Dietrich Fischer-Dieskau invariably gives to his audiences is his in- ; 

sistence upon listening intensely to the accompaniment and drawing j 

forth the vocal line from the instrumental line. In searching for your per- | 

sonal sense of the song's shape, it is often helpful to draw a color graph of | 

its emotional hills and valleys from the first note to the last. j 

Let us look again at Theodore Chanler's setting of William Blake's j 
poem "Memory." Underlying this poem is an uneasiness, not an over- ; 
riding sadness, just a lack of happiness. (Refer to the text of the poem on I 
page 191.) An explanation of the musical devices as they appear to one 
singer should prove helpful to the interpretation. } 

Chanler chooses a 4/8 time signature, but writes constant triplets in j 

the right hand. (Why did he not use 12/16?) Initially, these right hand j 

triplets are coupled with single eighth notes in the left hand, giving a kind | 

of stability. The voice part delineates the prosody of the words beautiful- ! 

ly and with infinite subtlety by alternating between two sixteenths and a I 

triplet sixteenth figure as necessary. Then, as the "sighing lovers" appear, | 

the left hand as well begins to do some groups of two against the triplet I 

figure. Tap with two hands the rhythmic skeleton of the accompaniment: I 

This demonstration evokes enough unease to convince one that the feel- | 

ing given by the words was shared by Chanler. The uninterrupted right 
hand triplets brilliantly yet subtly manage to suggest the water, the walk¬ 
ing, and the false serenity that overlay the unease—all in one figure. (For r; 
a further discussion of the accompanist/singer interplay see Chapter 7.) I 
A final caution: at each practice session work a little at each ingredient— L 
voice, music, text. Do not frustrate yourself by trying to accomplish all 
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three at once. Allow sufficient time for comprehension to come to you. 
Solutions that seem intuitive actually come from slow and orderly con¬ 
sideration of the three ingredients. 

In the less usual role of vocal accompanist, the great Rudolf Serkin 
has been quoted by Benita Valente as saying that '"the word is always the 
vehicle in singing. The music comes second.'' Perhaps we would not 
choose to go that far. It should become clear, however, that in your en¬ 
deavor to find your own convincing individual understanding of a 
song—to "make it your own"—you are most of all a musical detective, 
seeking to unlock the mystery of why the composer did what he did. 

In a New York Times interview with Peter Heyworth, Fischer- 
Dieskau says that you have to find out what [the composer] was really 
moved by, what was the mood that brought him to compose that text, 
what was the first step. Only then should a singer move on to the music. 
That is what the composer did when he wrote the song. 


MEMORIZING 


And now you are ready to memorize. Is it not apparent that, having 
studied well, the memorizing is practically done? 

As in the studying process (see above), we wish to proselytize for 
memorizing the words first. Learn them away from the music. You must 
be able to say the words aloud with meaning and without resorting to 
singing the tune as a crutch. If you cannot, you do not really know them. 
Your responsibility is greater when the words are in a foreign language in 
which you are not very proficient. In this case, you must be able to recite 
the words aloud with expression and without recourse to the music, 
while thinking the literal translation! 

Walter Taussig, assistant conductor at the Metropolitan Opera and 
an experienced vocal coach, once said that memorizing is harder for the 
musically gifted than for weak musicians. A strong musician can make 
up several musical ways out of any lapse of memory; he finds it so easy 
to read music that he has trouble buckling down and learning the spe¬ 
cifics. Therefore, one's only recourse, unless blessed with a photographic 
memory, is to learn by rote, as less gifted musicians do instinctively and 
of necessity. 

Rote learning is in the long run most efficient, because for best re¬ 
sults during performance the material that is memorized must reside in 
the subconscious. A singer who has memorized intellectually is put into a 
position during performance where he must sacrifice part of his valuable 
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concentration in order to assure the correct notes and words. This is not 
only a waste of his resources, it may well prevent his memory from func¬ 
tioning at all. It is far better that the music and words should be lodged in 
the subconscious, programmed to reissue at certain stimuli; memory 
must allow itself to be revived during performance. 

A marvelous discussion of the brain as a sort of computer, the rote¬ 
learning process as the computer-programmer, the music and words as 
the input, and the act of performance from memory as the final print-out 
retrieved from the computer can be found in a small pamphlet, called On 
Memorizing, by Tobias Matthay, published by the Music Department of 
the Oxford Press. One finds it hard to believe that it was first published 
in 19261 

To paraphrase Mr. Matthay, people may be placed in three 
categories with regard to memory: 

1. those who memorize swiftly and forget swiftly; 

2. those who memorize slowly and surely, and never forget; 

3. those who memorize slowly and laboriously and forget at once! 

(Those falling into the third category Mr. Matthay advises to avoid a 
public career as a performer.) Whichever category is yours by nature, 
your work will be better for understanding that memorizing means mak¬ 
ing associations, constructing a sequence of suggestion-connection chan¬ 
nels. All three forms of memory (musical, visual, muscular) in music im¬ 
ply analysis first, in order better to construct your associations. 'Tlaying 
from memory'' means activating the sequence of suggestion-connection 
channels and not interfering with what is required by thinking "What 
comes next?" Says Mr. Matthay, one must realize the "whence" for each 
musical thing, so that when the preceding note is sung the connection to 
the next will automatically be called forth. 

Although Mr. Matthay disdains to discuss a routine for implement¬ 
ing this kind of knowledge when committing to memory, preferring to 
leave that to the individual, we will offer a few suggestions based on ex¬ 
perience. Learn the words separately, making connections prompted by 
the logic of the text. If you are singing in a language you do not speak, it 
is wise to require of yourself both the literal translation in the order writ- 
ten^^ and the foreign text while simultaneously thinking the translation. 
Having already analyzed the melodic, harmonic, rhythmic and moodal 
structure during the earlier study, you will do best (after learning the 
words separately) by taking small natural divisions of the music and re¬ 
peating them, paying strict attention to the printed page. When the small 

24. German word order always seems slightly strange to Americans. ("He to the river in the 
spring went,") Poetic text disposition in any language may well be awkward to foreign 
ears. The order must, through familiarity, become unexceptional. 
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sections have established their interior associations, repeat two small sec¬ 
tions together, and so on until large segments go together. 

There is no doubt that persisting for too long a time or with too long 
a section of music is counterproductive. Mr. Matthay wisely counsels us 
to strengthen our memory as we do our muscles by frequent and short 
exercise. As psychologists have proven, spaced learning is better than 
unspaced. Thus, small sections repeated daily at first, getting longer as 
the memory permits, are best. Above all, do not craml Cramming is dif¬ 
ficult and pressured. It cancels the advantage of effortless learning which 
would otherwise have accrued to you by osmosis between regular prac¬ 
tices. Most important, it renders the musical experience unenjoyable. 

Do not leave the score too early, especially if you are a good musi¬ 
cian! On the other hand, we urge you to memorize as soon as feasible so 
that you can begin to understand your song on a different level. A rule of 
thumb might be to repeat the song daily with scrupulous accuracy until 
you find yourself singing the tune and words away from practice. This is 
a good sign that you are ready to leave the music. 

A small word here about using the accompaniment as a major mem¬ 
ory aid. Having studied it well earlier, you will find it easy to use the 
tunes or the rhythmic devices of the accompaniment to bring you in at 
your entrances. Sing the accompaniment aloud in your daily repeating 
practice, using salient features to set up your suggestion-connection 
channels. One goal is never to count unless it is absolutely necessary! 
(Three bars of plain quarter notes in the piano part might qualify as nec¬ 
essary counting places.Let the accompaniment bring you in on time 
and effortlessly.^^ You should not be involved with counting during per¬ 
formance except in certain super-tricky places, so your concentration can 
be where it belongs. 

Songs with multiple verses (strophic) set to lyric poetry often present 
the greatest memorization problems. One frequently finds it a great 
chore to distinguish between the various verses, either because the words 
of a lyric song are so very similar from verse to verse or because the fact 
of same music for each verse means there are no differentiating features 
to help orient you. The use of mnemonics is germane to our discussion at 
this point because these devices are one last-ditch method for providing 
the relationships and associations that make the process of memorizing 
such problem spots easily surmountable. 

In Schubert's "Ungeduld" the problem of strophic verses is com- 

25. In the introduction to Schumann's "Stille Tranen" there are two bars containing twelve 
quarter notes. Here one must count. In the introduction to Bizet's "Adieu de I'hotesse 
arabe" one does not count notes but rhythmic patterns. 

26. In Faure's "Clair de Lune" the piano's well-defined melody leads in measure 12 directly 
to the singer's entering note, in effect fabricating for one minute a new composite 
melody. 


200 


The Art of the Song Recital 


pounded by the repetitive '"Dein ist mein Herz!" that completely obliter¬ 
ates any distinguishing characteristics for each verse just prior to the 
most problematic spot—the very first words of the next verse. Further¬ 
more, three of the four verses begin with the word “ich/' making it even 
more ticklish to keep track of which verse you are about to embark 
upon. 

One solution (where normal methods fail) would be to tie the three 
''ich'' verses together with one mnemonic device. Having memorized 
each line by the usual method of logical progression of meanings, you 
will usually find it simple to make it through the verse without error, 
provided that you have begun correctly. As a rule, therefore, the pri¬ 
mary function of the mnemonic device is to get you started properly, 
either at the beginning of a verse or a phrase. 

In the case of "'Ungeduld," just memorize the order of the letters 
S-M(o)-M{ei), noting that they are in reverse alphabetical order. (Let the 
verse that does not commence with ''ich” shift for itself for the time be¬ 
ing.) Now connect the letters S-M(o)-M(ei) in your mind with 'Ich 
schnitt'," "'ich mocht'," and ''ich meint'." Now you have reduced the 
problem to manageable proportions. Each time you finish '"Dein ist mein 
Herz und soil es ewig bleiben" just remember where you are in the 
mnemonic scheme, and where the one non-S-M-M verse is located. 

Not only at the beginning but even within the verses of some 
strophic songs there are such subtle similarities, so close in meaning that 
more than one mnemonic 'spot" is required in each verse. Verse 1 of 
"Ungeduld" begins with three similar phrases sung at breakneck speed, 
all starting with "ich"—"ich schnitt'," "ich griib'," "ich mocht'." Further 
complicating the mental processes is the fact that "ich mocht'" is also the 
opening phrase of verse 2. Verse 2 continues with two phrases beginning 
with "bis"—"bis dass" and "bis er." As if this were not enough, the se¬ 
cond phrase of verse 3 has yet another repetition of "ich mocht'"! Verse 
4, one is happy to note, has a fairly simple scheme. 

One now sees that a larger pattern is necessary in order to solve these 
complications and prevent straying into the wrong verse either at the 
opening measures or in the middle of the verse. 

Verse 1: ich schnitt' 
ich griib' 

ich mocht' es sa'n 

Verse2: ich mocht' 
bis dass 
bis er 

Verse 3: Den Morgenwinden 

ich mocht' es sauseln 

Verse 4: ich meint' 
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The big S-M(o)-M(ei) scheme remains the same and most impor¬ 
tant. In verse 1 the order of the three ''ich" phrases must be remembered 
with special attention to the placement of the ever-present '"ich mocht'/' 
since it occurs in all three verses. The two "'bis" phrases are alphabetical 
in order, d before e. In verse 3 one must remember that the second phrase 
begins with 'Ich mocht' es sauseln." Obviously these devices cover only 
that part of the memorizing of the song where they are most helpful, or 
indeed when they are the only way to achieve security. 

The solutions presented for '"Ungeduld"' exemplify the use of 
mnemonic devices for those places where normal memorizing procedures 
do not give dependable results. Such devices can, of course, be adopted 
for problem spots in songs that are not strophic. 

Remember that a singer has considerably more responsibility than 
an instrumental musician. Among other things, you are responsible for 
language, with all of its attendant complications and you have the psy¬ 
chological distraction of facing an audience straight on, without an in¬ 
strument between. One study shows that any singer in a stage produc¬ 
tion with costumes, props, sets, a conductor, and other singers is at each 
moment balancing forty psychological processes. In a recital, without 
any of these things, a singer is responsible for at least twenty psycholog¬ 
ical processes. To prove this for yourself, start counting the interrelated 
musical, vocal, linguistic, and dramatic processes in a recital. 

What does this mean to the process of memorizing? It is exceedingly 
important that the things that can be made automatic be made so. Surely 
the pronunciation and enunciation of the text can be programmed to be 
automatic by proper practice. Surely the command of the musical duties 
can be made automatic, or nearly so. The conscious mind has to be free 
to grapple with vocal technical skills, dramatic sincerity, and those mu¬ 
sical ensemble questions that cannot be automatic. 


GUIDELINES FOR PRACTICE 


The following songs are accompanied by questions and directions 
meant to spark your imagination as you study the song for purposes of 
expressivity. By organizing, assembling, and transforming all ideas, con¬ 
cepts, and images suggested to you by your analysis of the music and 
text, shape your personal concept for each song. 

1. "'San Basilio" by lldebrando Pizzetti (popular Greek poetry, 
trans. Tommaseo), a narrative-lyric song. 

a. There are three people in this song. Who are they? How do the 
verb forms help you to infer the age of the first person who 
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speaks (in quotes)? What do the words ' scarpe di bronzo e fer- 
ree vesti” tell you about the second person to speak (in quotes)? 

b. There are two very important doubles entendres in the sixth 
line of music. Solve their meanings. Carefully distinguish be¬ 
tween the meanings of "'donde" and ''ove.'' Where did Saint 
Basil live and what made him famous? Does this relate to the 
subtext of this song? 

c. Does the original 'andante mosso" marking suggest more than 

a tempo? The words and the vocal line will help you to decide. 
How does this tempo change and why? Nea r the end of the 
song justify dramatically the j and the figures in 

the vocal line. What is the significance to you of the J J 
pattern in the piano? 

d. At what exact musical moment does the miracle happen? How 
do you deduce this? 

e. At the end of the song, what does it signify to you that the 
vocal line, after two single patterns of J j J^J J ^J, suddenly bursts 
into a series of three such patterns before ending on the same 
high note? How do you interpret the final trattenuto of the 
piano part? 

2. Here is a list of elements that are typical of Charles Ives's writing: 

use of: 
hymn tunes 
popular melodies 
topical political references 
minstrel tunes 

parlor piano music melodies 
ragtime 

written explanatory notes 
Stephen Collins Foster tunes 
impressionistic visual and sound images 
Civil War tunes 
parody 

remembrances and reflections of country life 
quotations from other serious composers 
polyphony 

wrong notes added for their own sake 

sudden resolving of dissonance into complete consonance 

references to: 

transcendentalism 

revival meetings 

timbres achieved by echoes 
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beauty of nature 

the Puritan civilization of New England 
In these four songs, 

"'General Booth Enters into Heaven" (1914) 

"Tom Sails Away" (1917) 

"Feldeinsamkeit" (1898) 

"On the Counter" (1920) 

locate the places where Ives has used the above devices. (Note the 
date for each song; it is significant.) In what way does this influence 
your interpretation? 

3. "The Junk Man" by Howard Swanson (Sandburg), a lyric song. 

a. What kind of a person is speaking these words? In what 
physical condition is he? How important is this condition to his 
inner feelings? How do you know whether or not he is really 
convinced of his words? 

b. List the ways in which a clock is analogous to the speaker. 

c. Can you find three programmatic references in the accom¬ 
paniment and one in the vocal part? 

d. In what ways (similar to an overture) does the introduction set 
forth the basic musico-dramatic elements of the song? 

e. Are Swanson's dissonances integral to this specific text or part 
of his usual writing style? 

4. "Nuvoletta" by Samuel Barber (Joyce), a fun song. 

a. Is this song totally nonsense? What factors give you the 
answer? 

b. There are at least sixteen literary allusions in this prose text. 
Can you explain them? Why are so many of them related to the 
Italian language? 

c. In what way, if at all, does the music underline these allusions 
in the vocal and piano lines? 

d. Why did Barber choose three beats to the bar (land3) as his 
basic pattern? What function do the few S and I bars serve? Of 
what importance are the rhythmic irregularities and syncopa¬ 
tions to the interpretation? 

e. What does the added sixth in the final chord mean to you? 

5. "David Weeps for Absalom" by David Diamond (the Second 
Book of Samuel 18:33), a narrative-lyric song. 

a. This song is utterly compelling because of Diamond's choice of 
apt and telling musical means of expression. Find them. (For 
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example, look at the syncopations, the musical translation of 
word accents, the choice of durational values in the vocal line, 
and the single bar of I.) 

b. Find a threefold rationale for Diamond's use of open chords 
(only octaves and fifths). 

c. By what musical means does Diamond achieve the extra¬ 
ordinary drive in this song? 

d. Where is the climax of this song? Is there more than one? 

e. Can you find a reason for the indication "maestoso" which is 
dramatically serviceable? 

6. "Song of Perfect Propriety" by Seymour Barab (Parker), a char¬ 
acter song. 

a. Who was Dorothy Parker? In what way did her life-style color 
her writing style and content? How does this aid your interpre¬ 
tation of the song? 

b. What is there about the accompaniment figures that express the 
full subtext of the poem? 

c. The verbs in this poem directly contribute to setting up the joke 
and giving the punchline. How? 

d. How do Barab's extravagant musical markings give you a key 
to the dramatic understanding of this song? 

e. What can you do plastically to exploit the piano's final musical 
comment? 

7. "Loveliest of Trees" by Celius Dougherty (Housman), a lyric 
song. 

a. What is the form of this song? How does the meaning of the 
words suggest the musical form adopted by Dougherty? 

b. In what way do the musical means of the piano postlude un¬ 
derline the evident mood changes of the text? 

c. Do you feel that Doughtery's chromatic harmonies enhance the 
prevailing spirit of the poem? If so, in what way? 

d. Does the final piano chord have a specific meaning for you? 
What is it? 

e. At what specific bar does the song really begin, emotionally 
and musically? What specific bars really comprise the prelude? 
How does Dougherty achieve this? 

8. "The Blessed Virgin's Expostulation" by Henry Purcell, realized 
by Benjamin Britten (Luke 2:42), a solo cantata (outgrowth of a 
character song). 
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a. Explore the human condition of a mother and her departed 
child and relate this to the Divine Family. Read the complete 
Biblical passage from which the text is taken in order to answer 
such questions as: How long has Jesus been gone? Does Mary 
know where He is? What are their ages at this time? Trace the 
significance in Mary's life of the allusions to Herod, Gabriel, 
and Judah's daughters. 

b. The traditional form of the cantata contains recitative and aria, 
in which the recitative furthers the plot and the aria crystallizes 
a lyric moment. In what way does Purcell's cantata live up to 
this format, and how do the verb tenses contribute to your un¬ 
derstanding of it? 

c. There are two sets (four each) of calls to Gabriel. One set is 
marked < and the other, >. Discover whether these marks are 
Purcell's or Britten's and justify them dramatically. 

d. The meaning of the following single words is expressed 
coloristically in the accompaniment. How? 

quickly footsteps 

pity farewell 

tiger's motions 

doubt and lab'ring. 

Justify Purcell's reasons for his metric spacing of notes and rests 
in these sections of the text: 

where does my Soul why, fairest object 

was it a waking Dream no, no, no vision 

I call, Gabriel of Mothers, most distress'd 

e. Purcell uses a f}. figure for the word "little." Find a reason for 
his use of this text-setting device. Discover an additional reason 
for his use of this device on the word "quickly." By extending 
this rhythmic pattern, Purcell achieves a third kind of effect on 
the word "sweet." What is it? 

9. "Jazz dans la Nuit" by Albert Roussel (Dommange), a lyric song. 

a. Find in the introduction three jazz elements which fulfill a 
second duty as expressions of dramatic moods to come. 

b. Write a movie scenario complete with camera angles (distant as 
well as close-up shots) for this song. This will clarify the locale 
and the action of each of the four or five small scenes within the 
poem. 

c. In this song there is more than the usual amount of words that 
can be exploited for vocal expressivity. Watch particularly na- 
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sals and consonants. Here is a partial list: 

flambent etouffent le frolement 

s'evanouissent en sanglotant 

plaintes cache 

inconnue 

d. What is the common element among the various accom¬ 
paniment figures? Compare the way Roussel's use of the ac¬ 
companiment serves to underline the mood changes of the text 
with the way Schubert's does. 

e. Search out the programmatic devices used by Roussel in the 
vocal and piano lines. 

10. "On the Beach at Fontana" by Roger Sessions (Joyce), a lyric 
song. 

a. When was this poem written? Where? What is an "epiphany" 
as it relates to Joyce's writings? How do these facts contribute 
to your understanding of this song? 

b. What are the twin themes of the poem and how are they 
reflected in the musical themes? 

c. Study all piano interludes. Decide whether each one advances 
the mood before the voice or reflects what the voice has previ¬ 
ously articulated. When is the voice or the piano paramount 
and why? 

d. There are faintly programmatic references in the music which 
relate to: 

slime-silvered stones regularity (of the sea) 

menace and foreboding fragility 

tenderness 
Find them. 

e. Note the rhythmic devices of both piano and voice parts, such 

as: the three changes of theJJJJJSpattern, the repetition of 
the /3J /3J left-hand pattern, the various methods of 

displacing the § time in the vocal line, the change to i in the 
piano part while the voice stays in 0, (in the postlude) the 
changing of the sixteenth-note pattern into eighth notes. What 
is the relationship of these changes to the poem? Why is the last 
chord an exact repetition (position, too) of the chord that 
begins the song? 

11. j"Vade Retro!" by Joaquin Turina (Marin), a character song. 

a. Who might be called the real protagonist of this song? Who is 
speaking? Find three reasons in the text which suggest why 
"Don(na) Giovann(a)" might serve as a title for this song. 
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b. What purpose do the two allegretto dance sections serve? In 
order to make use of the fact that only the piano plays this mu¬ 
sic, find two physical ways to interpret these interludes. 

c. In what ways is this girl an archetypal fictional girl from a 
Latin country? How does 'Table" figure in this story? Why 
does the episode with "Pancho" seem to be the most insulting 
to her? 

d. Why does Turina use so many rests before the names? Why 
does he stop when he does? Why a fermata before the first al¬ 
legretto section and not the second? 

e. Why does Turina ask for speech rather than singing on the last 
two words of the song? 

12. "Wild Swans" by John Duke (Millay), a lyric song. 

a. How old was Edna St. Vincent Millay when she wrote this 
poem? Where was she? What was her physical condition? Con¬ 
nect these facts with the poem and your interpretation of the 
song. 

b. Note the exact rhythmic and melodic patterns of the intro¬ 
duction. When are they used in the body of the song and when 
are they abandoned? When the voice enters, what rhythmic 
patterns are paramount? Why do you believe Duke has done it 
this way? Where does he indicate ritards and where are there 
none? Why? 

c. How do the variations among i /i, ^ , and i bars serve the 
prosody as well as the mood of the text? 

d. Where is the melodic or musical climax of this song? Is it at the 
same moment as the poetic climax? Why is this so? 

e. What is the significance to you of the minor third which 
appears with the jagged rhythmic pattern in the piano part, 
especially at the end of the song? Why is the last chord un¬ 
resolved? 


New Music 


What is New Music? 

Evidently it must be music which, though it is still 
music, differs in all essentials from previously com¬ 
posed music. Evidently it must express something which 
has not yet been expressed in music. 

ARNOLD SCHOENBERG' 


OVERVIEW 


The term New Music was chosen as the title of this 
chapter in preference to the more common expressions contemporary 
music, modern music, twentieth-century music, and avant-garde music. 
"Avant-garde'" and "contemporary" necessarily raise the questions: 
avant-whatl and contemporary with whomV Can "modern" really be 
said to characterize music written before World War I? If Charles Ives is 
judged to have anticipated many or most twentieth-century innovations 
and developments, then "twentieth-century" is not an entirely accurate 
term with which to describe music written before 1900. Therefore, we 
avoided these terms. 

1. Style and Idea (New York: Philosophical Library, 1950), p. 39. 

2. Cathy Berberian, noted practitioner of New Music, says that words like avant-garde are 
dated. They imply shock, but no one is shocked any longer. 
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A large proportion of singers is reluctant to learn or program works 
by twentieth-century composers. Yet it would seem appropriate that 
singers of this century feel some sense of commitment to the music of 
their time and of their peers. We remind them that twentieth-century 
vocal music is not all in the very front of the avant-garde. At the outset, 
a major purpose of this chapter is to quell the unjustifiable apprehension 
with which many singers regard the New Music repertoire. We intend to 
reassure such singers that the mysteries of new vocal techniques, new no¬ 
tation systems, new ensemble responsibilities, new pitch and rhythm 
skills, are not so arcane as they might imagine. By having the history of 
New Music put into a useful perspective, they will be encouraged to see 
the virtues of New Music and/or the exciting challenges engendered by 
it. They will be given a practical and helping hand in organizing specific 
ideas for programming New Music and some convincing reasons why it 
is in their best interest to perform twentieth-century music. 

Twentieth-century music written for the voice has tended to be less 
revolutionary than music written for instruments. While it is very diffi¬ 
cult to categorize New Music, it can be broadly divided into three com¬ 
positional groups. There are those composers who cling to an expansion 
of what was done in the nineteenth century, those who combine tradition 
with new traditions, and those who adopt new means toward new ends. 
Most New Music written for the voice is not indeterminate, multi-media, 
or of another outre style. It is not even twelve-tonal, even though this is a 
style in which music has been composed all over the world since the end 
of World War I. 

Partly because of the nature of the human voice, song literature 
tends to persist in a continuous tradition despite periodic dislocations. 
Even innovative twentieth-century composers had their roots in the past. 
Conversely, the works of some traditionalists were seen as 'new" at the 
time. From our present vantage point we can view both types of efforts 
as offshoots of a mainstream of vocal writing. 

Mainstream twentieth-century composers like Busoni, Carpenter, 
Delius, dlndy, Dukas, Falla, Gretchaninov, Hahn, Janacek, Loeffler, 
Mahler, Medtner, Nielsen, Rachmaninoff, Ravel, Reger, Respighi, 
Roussel, Satie, Sibelius, and Strauss were contemporaries of Debussy. 
They helped to create a background that produced Schoenberg, Bartok, 
and Stravinsky. Some twentieth-century composers had a partiality for 
old habits of harmony and rhythm, which they combined and blended 
into all manner of new styles. Their music has given immense enjoyment 
to performers and listeners alike: Bliss, Bloch, Copland, Koechlin, 
Poulenc, Schoeck, Still, Vaughan Williams, and Weill. 

So the recital singer should see that he need not feel compelled to 
perform works in the forefront of the avant-garde. A list of twentieth- 
century song composers whose names should elicit only admiration and 
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eager enthusiasm includes Auric, Barber, Castelnuovo-Tedesco, Chan- 
ler, Copland, Diamond, Espla, Frangaix, Gideon, Griffes, Guarnieri, 
Hindemith, Honegger, Hovhaness, Ibert, Jolivet, Kodaly, Malipiero, 
Medtner, Milhaud, Pizzetti, Poulenc, Prokofiev, Respighi, Rorem, Satie, 
Sauguet, Shostakovich, Szymanowski, Thomson, Villa Lobos, Walton, 
and Weber. These composers, for the most part, gave only part of their 
attention to instrumental music, preferring the human voice and having 
a predilection for words. 

Another list is comprised of composers whose names have been 
known to strike terror into the hearts of impressionable and overly 
cautious recital singers. All of the following composers have written 
some songs that are well within the capabilities of trained musicians: 
Bartok, Beeson, Berg, Cage, Carter, Crumb, Dallapiccola, Druckman, 
Fine, Ginastera, Messiaen, Rochberg, Schoenberg, Stravinsky, and 
Webern. 

The work of those composers of the true advance guard admittedly 
necessitate more labor. This does not automatically signify that their re¬ 
quirements are impossible to surmount. In any case, you will never 
know unless you try, and it will be well worth the venture. 

Students sometimes ask how to begin such a venture. First of all, do 
not assume that Barber, Britten, Copland, Messiaen, Prokofiev, Rorem, 
and Szymanowski have nothing new to teach you about new musical 
and vocal techniques. Spend considerable time with their music. When 
this music has in a sense been digested, move on to Bartok, Berg, 
Schoenberg, Stravinsky, and Webern. If you wish to go further, remem¬ 
ber that your privilege of instinctive kinship with any music can be trig¬ 
gered by immersing yourself in performances of that musical style, rather 
than just picking at random a composer to study. Allow yourself plenty 
of time and persevere in your listening efforts until you can make a 
reasonable judgment whether or not to pursue this direction. A few well- 
known names of the avant-garde are Babbitt, Badings, Berio, Boulez, 
Feldman, Henze, Ligeti, Maxwell Davies, Stockhausen, Subotnick, and 
Ussachevsky. 

In no way are we qualified to write a scholarly dissertation on New 
Music, nor do we wish to break our rule of 'practicality above all" in¬ 
voked throughout this book. We do, however, understand the needs of 
the average singer and accompanist. Therefore, in lieu of a written 
history describing the evolution of New Music, we offer three tables that 
we are confident you will find more efficient for easy reference. 

It has been said that it is impossible even for a real scholar to write a 
proper and specific history of all New Music. Although we agree, we feel 
that the chronology in Table I (Chronology of Activities in Nonhar¬ 
monic Composing since 1900) though necessarily succinct, delineates for 
the inquiring singer the general and explicit developments of New Music. 
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It is, however, largely limited to placing chronologically the works of 
those composers who are in the forefront of new experiments of the day, 
rather than those composers whose works are familiar to many singers. 

Table II (Definitions of New Music Terms) defines briefly the major 
twentieth-century stylistic genres and mentions some of the most re¬ 
nowned composers of each. 

When one examines how and when the first repudiations of nine¬ 
teenth-century Romanticism began, it is fairly simple to pinpoint such 
composers as Debussy and Ives, who were breaking the rules before 
1900. They were succeeded (in Europe) by Schoenberg, Bartok, and 
Stravinsky and (in America) by Carl Ruggles and Henry Cowell—each 
followed in great measure by his disciples. Therefore, Table III (New 
Music Composer/Teachers and Their Students) charts the lineage of 
composer-teachers and their students. This chart will be found as an ap¬ 
pendix at the end of this chapter. We believe that these tables will enable 
you to orient yourself with ease as to where each composer fits into the 
collective history of the New Music. 

Must special considerations be given to the programming of New 
Music? Often this repertoire is reserved for specialist performers singing 
specialist programs. Such a separation that effectively puts a program 
out of the main stream is yet another way of contributing to the museum- 
piece image of the song recital, exactly what we are trying to avoid. 

Frequently, exaggerated awe for the formidable task of learning and 
understanding the compositions of this century leads to an avoidance of 
this repertoire. Even those who are good at programming have precon¬ 
ceived notions as to its worthiness. Referring to such problems, Bethany 
Beardslee, the respected performer of Webern and Schoenberg, says, 'It 
is just like any other music; it simply takes more work." Ms. Beardslee 
eschews the use of terms such as "serial" or "aleatory." "The most impor¬ 
tant consideration," she says, "is that one perform a good piece of music 
regardless of its place in music history." 

The twentieth-century singer of New Music must decide what is wor¬ 
thy in the absence of a helpful tradition of works labeled by authority as 
good or bad. The performer must be a critic of the newest repertoire. 


REJECTION OR ACCEPTANCE 
OF NEW MUSIC 


Audiences today are as divided in their attitudes toward the New 
Music as they were in the nineteenth century. They regard new music as 
either all good or all bad. The following discussion treats various ram¬ 
ifications of these attitudes and prejudices in an attempt to aid the singer 
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who must eventually make programming choices based upon reactions 
of audiences, critics, and the music profession to the New Music. 

Choosing between good and bad is no easier for the performer than 
for the critic or audience. The most common temptation is to confuse 
pleasure with beauty. Imitative and bad works can 'please'' a listener be¬ 
cause he recognizes that a type of artistic workmanship with which he 
has learned to agree gives immediate pleasure, while the originality of a 
new work throws him off and makes him uneasy. Genuinely new music¬ 
al experiences must be admitted to our attention. They may not at first, 
nor ever, afford us pleasure. But, inevitably, a work of art does exist, 
regardless of our approval or disapproval. 

As a medical doctor recently reminded us, there may very well be as- 
yet-unknown chemical or physiological bases for the satisfaction given 
us by those harmonies to which we have grown accustomed.^ He also 
suggests that there may be something yet to be uncovered about the dif¬ 
ference between acquired and natural sensory reactions, whether they be 
visual, olfactory, gustatory or auditory. He contends that science has, 
for example, yet to define red or green, or how we distinguish between 
sound and noise. Since there is no adequate scientific distinction between 
sound and noise, the doctor argues, is it not then possible that the body 
considers certain vibrations to be noise and therefore rejects them as 
music?^ Furthermore, the mysteries of body rhythms, which are only be¬ 
ginning to be fathomed, exemplify our lack of scientific knowledge. 
Almost everyone has experienced jet-lag produced by upsetting the ac¬ 
customed proportion between sleeping and waking hours. Consequent¬ 
ly, the doctor reasons, perhaps some aversions to rhythmic devices of the 
New Music do not represent habituation but honest physical reaction. 

We must all work toward being cultivated receivers, at developing 
the capacity to listen without presumptions. The repertoire of the last 
two hundred years has taught us to expect certain satisfying harmonic re¬ 
lationships within a given key. The performers and listeners should teach 
themselves to hear each composer's speech, idiom, and syntax without 
falling into the trap of asking, "What is his music all about?" His music is 
not about anything but what he does with it. 

In examining various viewpoints regarding the New Music a ques¬ 
tion arises. Can everyone wholeheartedly endorse what many people call 
elitist composing, the "great art" that Schoenberg himself refers to as re¬ 
quiring "the alert mind of an educated listener," whose presence renders 
the composer able to write for "upper-class minds"? One would concur 

3. So much do different sounds produce different effects and different moods that experts 
on meditational techniques are wary of using the most famous and reputedly very pow¬ 
erful mantra, om. 

4. Not only the human body but plants as well. According to Tomkins and Bird's Secret 
Life of Plants (Avon, 1974.), plants react favorably to classical music and tend to grow 
in the direction of the speaker, but subjected to hard rock, they die. 
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with his statement that popularity is achieved by "illiterate" composers 
(Schoenberg's term) who still write regular and repetitive phrases of two, 
four, and eight bars, whereas density of structure, a hallmark of new 
music, is an "obstacle to popularity." Yet, would not those of this decade 
who crusade against elitist art object to his self-congratulatory stance 
against the presumable "lower-class" minds of the twentieth-century 
mass audience? 

At this point there should be a healthy chorus of dissenters proclaim¬ 
ing, "It is, nonetheless, dangerous at the box office to program the works 
of avant-garde composers." True, the present-day audience does identify 
with what was popular in its time: eloquent melodies, regularity and 
symmetry of form, chromatic harmonies, specific personal allusions. Ro¬ 
manticism, individual bias, traditional harmonic progressions, program¬ 
matic imagery, recurring melodic themes, careful illustration of poetic 
subtext. Protected by their resistance to change and their insistence on 
regarding a proper recital as a Lieder recital only, they defend themselves 
against new experiences. Feeling understandably that the regimented ten¬ 
sions of Beethoven's music are a crowning achievement of art, it is 
natural that they suffer disorientation when confronting Schoenberg's 
seeming lack of control and when attempting to hear the master design 
behind total serialism. In addition, without denying the enormous im¬ 
portance of recorded music as an audible library, the record album has 
nevertheless become to many concert-goers the venerated pattern against 
which all other music must be compared. Particularly does this audience 
then resist the uncomfortable demands that new works make upon them. 
Their view of the contemporary composer as an intruder in their com¬ 
fortable musical museum perhaps explains the current wave of nostalgia 
that may be but a surface manifestation of a deeper commitment to 
cultural conservatism. 

But it is important not to defend the "incapacities" of the popular au¬ 
dience. Rather it is far more important to awaken in them the desire for 
new opportunities to hear music. A very strong influence upon the audi¬ 
ence's habituation are the reports of critics, historians, and reviewers. 
Too often they report publicly their own incapacity to comprehend the 
unexpected as if their failure in some way proves the work of art (which 
they have not understood) to be inferior. The net result of critics' judg¬ 
ment against new works or in favor of one type above all others is re¬ 
stricted programming. (Even Schoenberg did not envisage twelve-tone 
music as the end of new compositional roads.) In answer to the critics' 
query, "But is it art?" Peter Yates says that whatever is musically to be 
done is required to be done as the composer decrees "and whatever he of¬ 
fers as direction is his art."^ 

5. Twentieth Century Music: Music after the Harmonic Era (New York; Minerva Press, 
1968), p. 189. 
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Ad nauseam one hears, 'We must give the public what it wants/' 
This is a defensive statement of current habituation. It is not the audience 
we must fear, but those who dictate the musical "opportunities." (This 
most often means established repertoire done once again by performers 
of established name only.) When someone who believes in discrimina¬ 
tion is in a position sufficiently influential to enforce his biases, then the 
threat is very real. The powerful critic can publicly run down and/or 
punish. The powerful impresario, program-maker, or concert-director 
can exclude. To forbid pleasing or enjoyable music of whatever style is 
dangerous. To encourage the performance of all kinds of music is the on¬ 
ly way to separate the short-lived from the lasting. A listener who sheds 
tears over Schumann is not necessarily incapable of listening appre¬ 
ciatively to Schoenberg. 


PROGRAMMING 


In truth, a good case can sometimes be made for the prerequisite of 
bravery when programming works of modern composers. There are sev¬ 
eral ways to present New Music to good advantage: 

1. Simply program it as any other repertoire, with scrupulous re¬ 
gard to a juxtaposition providing variety. On a traditional recital (see 
Chapter 2) the New Music group would come at or near the end. Take 
time to re-examine this cliche premise. When too many new composi¬ 
tions are sung successively, the effect is diluted. Better to create a frame 
for the contemporary piece. Surround it with two others that are easier 
fare. Do not put the audience on the defensive. Cosset them a bit.^ 

2. Take advantage of any opportunities to coordinate your twen¬ 
tieth-century music with local art exhibits. If there were, for example, an 
exhibition of Miro works in the community or university art museum, 
then surely Poulenc or Satie would be a propos and would create audi¬ 
ence appeal. Or, venturing further into the avant-garde of this century, 
you might program the kinds of music that relate to the work of such art¬ 
ists as Louise Nevelson or Kenneth Noland. Intriguingly, Rene Leibo- 
witz^ actually wrote some vocal music on texts by Picasso. Some other 
attractive combinations that might be exploited are the following: 

a. impressionist painters: Monet, Pisarro, Renoir, and impressionist 

composers: Debussy, Ravel, Roussel 


6. Cathy Berberian describes this as her method. 

7. Twentieth-century composer, teacher of Pierre Boulez. 
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b. video art (usually accompanied with soundtracks by modern 
composers), typical artists: Nam June Paik, Stan van der Beek, and 
soundtrack composer, or others who work with electronic tech¬ 
niques, typical composers: Berio, Mayazumi, Mumma, Pousseur, 
Subotnick 

c. superrealist or photorealist painters: Cottingham, Estes, Rusche, 
and composers with synthesized or electronic techniques: David- 
ovsky, Gerhard, Hiller, Penderecki, Schaeffer, Stockhausen, Ussa- 
chevsky 

d. expressionist graphic artists and painters (Die blaue Reiter): Jaw- 
lensky, Kandinsky, Klee, Kokoschka, Marc, and expressionist com¬ 
posers: Ruggles, Schoenberg, Webern 

e. surreal painters: Dali, Magritte, and music by John Cage 

3. Time your recital to coincide with a performing arts event such as 
a play whose author is represented on your program, or a ballet or a play 
whose incidental music was written by a twentieth-century composer 
highlighted on your program. 

a. Shakespeare the playwright, coordinated with Shakespeare the 
poet (who can be represented by any of the following composers: 
Amram, Argento, Arne, Blacher, Britten, Castelnuovo-Tedesco, 
Chausson, Diamond, Franco, Fortner, Hoiby, Honegger, Lessard, 
Rieti, Stravinsky, Thomson, Uhlela). 

b. The playwright Garcia Lorca whose poetry has been set by Ari- 
zaga, Caamaho, Crumb, Pittaluga, Poulenc. 

c. Schiller's poetry appears in Henri Sauguet's Quatre Melodies sur 
des Poemes de Schiller. 

d. Honegger has used prose from a Giraudoux novel in his cycle 
Petit cours de morale. 

e. Jean-Paul Sartre's No Exit (music by Ussachevsky) could be coor¬ 
dinated with a performance of one or more of Ussachevsky's vocal 
pieces on your program. 

f. As for ballet, Falla, Satie and Stravinsky have all collaborated 
with other professionals such as Diaghilev in ballet productions as 
well as writing vocal music. 

g. John Cage and David Tudor have associated closely with Merce 
Cunningham and his ballet company. 

h. The Alvin Ailey Company dances Feast of Ashes, with a score by 
Carlos Surinach, who has written much vocal music, and Ariadne, 
written by Andre Jolivet, who has written such vocal cycles as Les 
Trois Complaintes du Soldat, Poemes Intimes, Trois Poemes Galants. 
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i. The ballet Episodes, choreographed by Margery Mussman, has a 
score by Leos Janacek, who wrote the cycle Diary of One Who 
Vanished. 

j. Twyla Tharp has choreographed two ballets by contemporary 
composers under the influence of jazz and ragtime: The Bix Pieces 
with music by Bix Beiderbecke and The Raggedy Dances, with music 
composed by Scott Joplin. Some imaginative combinations could 
come from these sources. 

k. Eliot Feld's company has in its repertoire Harbinger, with music 
by Prokofiev and Pagan Spring, with music by Bartok. Let such 
combinations suggest possibilities to you. 

4. Let the New Music work be the "happening" on your program, 
whether it be completely a surprise event or just off-beat, multi-media, 
or indeterminate music. 

5. Arrange your program so that it peaks with a first performance 
by a composer who consents to be present for his traditional bow. Or, 
the author of the text might be found nearby. Exploit the fact of either 
presence in the advance publicity.^ 

6. Build your program around a poet (or group of poets stylistically 
linked) whose works have been set by composers of various eras includ¬ 
ing the twentieth century. 

a. Cocteau can be represented in compositions by Auric, Honegger, 
Milhaud, and Poulenc. 

b. Rilke s poetry has been set in German and French as well as trans¬ 
lations in English and Spanish by Aitken, Badings, Barber, Beck, 
Bernstein, Engelbrecht, Horvath, Krenek, Ott, Steffan, Ussachev- 
sky, and Voormolen. 

c. Elizabethan poets might be represented by composers from Dun¬ 
stable to Quilter and Thomson. 

d. Medieval texts have been set in Spanish, French, and English by 
Barber, Bush, Crosse, Edmunds, Lamaha, Rodrigo, Stevens, and 
Trimble, among many other twentieth-century composers. 

e. Dylan Thomas presents a special case: not only are readings of his 
poetry very popular but frequently his one play. Under Milkwood, 
is performed as a reading; his works have been set to music by Mil- 
ton Babbitt, Robin Holloway, Netty Simon, and Igor Stravinsky. 


8. Singers should investigate partial funding for such occasions, available through state 
councils for the arts and other foundations. 
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7. Devise a program, a sizable portion of which is devoted to music 
for voice and a single instrument, spanning many eras, including various 
compositional styles of the twentieth century. Aji example of a combina¬ 
tion offering rich possibilities might be voice and flute, for which the fol¬ 
lowing, among others, have written: J. C. Bach, J. S. Bach, Bantock, 
BenZion, Bliss, Caccini, Caldara, Chaminade, Cowell, Crumb, Dia¬ 
mond, Feldman, Flanagan, Handel, Head, Hovhaness, Ibert, Luening, 
Mamlock, Marx, McBride, Meyerbeer, Musgrave, Pepusch, Pinkham, 
Pollock, Riegger, and probably others as well. 

8. Should the occasion of an art show featuring the works of twen¬ 
tieth-century women arise, plan a coordinated recital using the composi¬ 
tions of twentieth-century women composers, such as Martha Alter, 
Grazyna Bacewica, Johanna Beyer, Margaret Bonds, Radie Britain, Ros- 
lyn Brogue, Rebecca Clarke, Gloria Coates, Jean Coulthard, Blanche 
Gerstman, Miriam Gideon, Peggy Glanville-Hicks, Elizabeth Gould, 
Miriam Stewart Greene, Augusta Holmes, Jean Ichelberger Ivey, Eunice 
Kettering, Barbara Kolb, Elizabeth Lutyens, Elizabeth Maconchy, Ursula 
Mamlock, Joyce Mekeel, Dorothy Rudd Moore, Julia Morrison, Thea 
Musgrave, Alice Parker, Pauline Oliveros, Barbara Peutland, Priaulx 
Rainier, Shulamit Ran, Ruth Crawford Seeger, Louise Talma, Phyllis 
Tate, Ludmila Ulelha, Nancy Van de Vate, Joan Franks Williams. Be sure 
to plan the publicity to coordinate well with the art exhibit. 

9. For audiences who are known to be aficionados, or where the cli¬ 
mate is one of approval (such as universities or associations dedicated to 
twentieth-century music), try programs limited to the New Music reper¬ 
toire. Questioned as to their opinions on the subject of all-New Music 
programs, three great ladies of this repertoire, Bethany Beardslee, Cathy 
Berberian, and Jan DeGaetani, agreed that an all-contemporary recital is 
a mistake, since it isolates such music as a specialist endeavor, besides 
deadening the audience's perception by saturation. Nevertheless, there is 
a demonstrated audience for such programs. Therefore, some sugges¬ 
tions: 


a. a New Music program shared among several vocalists 

b. a New Music program using instrument with voice 

c. a New Music program, one half for one or more instruments with 
voice, and the other half for voice with piano only 

d. a retrospective program of the works of one composer only, us¬ 
ing any forces called for 

e. a New Music program of two contemporary composers (half and 
half) whose works differ greatly 

f. a New Music program of works drawn from one country 
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g. a New Music program utilizing works in one language 

h. a program of contempory song cycles only 

In all of these programs care must be taken to work out a maximum vari¬ 
ety of styles and languages according to the principles of Chapter 2. 

10. There are many possibilities for interplay between the arts—a 
practice highly representative of this century—that can help you to get 
an audience for New Music repertoire. When you have arrived at a 
multi-art concept of which your recital is one portion, why not suggest to 
the director of the film festival, for example a composite audience ex¬ 
perience like Beauty and the Beast (La Belle et la Bete), a French film 
directed by Cocteau with score by Georges Auric, together with your 
recital featuring the poetry of Cocteau and the music of Auric in various 
combinations? Or, why not suggest to the college or university museum 
director that an exhibition of Michelangelo reproductions could be effec¬ 
tively combined with vocal works by Britten, Pizzetti, Liszt, and Wolf 
that are set to Michelangelo's poetry or that illustrations by William 
Blake be combined in some way with his own poetry as set by Antheil, 
Britten, Citkowitz, Thomson, or Vaughan Williams? Or that works by 
Black contemporary painters (such as Jacob Lawrence, Romare Bearden, 
and Alma W. Thomas), works by Black primitive painters (such as 
David Butler, William Edmundson, and Horace Pippin), and works by 
Black abstract sculptor Richard Hunt be combined with poetry readings 
from the works of Langston Hughes, Mari Evans, and Paul Lawrence 
Dunbar and music composed by David Baker, T. J. Anderson, Wendell 
Logan, Mark Fax, Hale Smith, Noel da Costa, Oily Wilson, and Howard 
Swanson. Any of these ideas or others like them could produce a mini¬ 
festival. Or how about two consecutive evenings, the first a basically 
theatrical event in which audience and actors interreact (as in the Living 
Theater performances, or a recent revival of Candide), the second even¬ 
ing a basically musical event in which the lines of demarcation between 
the arts are blurred, such as one of Henry Brant's theatrical-musical ex¬ 
travagances. Perhaps at the same time even an exhibition of 
Rauschenberg with his typical allusions to other art works? 

Three final cautions: (1) Do not feel constrained to do any new com¬ 
positions to which you are less than committed. As in any music, it sim¬ 
ply does not pay to perform out of duty. An inner conviction of its wor¬ 
thiness is still a necessary guideline. (2) Do not plunge in when you are 
unsure. Work your way up. Start with earlier composers like Bartok, 
Stravinsky, Webern, and Berg, whose styles are well known. Next time, 
perhaps, move to Cage, Ligeti, or Berio. Use as your guide recordings of 
performers who are known to manage the style well. (3) Whereas 
younger audiences are more than ready to go willingly wherever avant- 
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garde music leads, older, more conventional audiences must be gentled 
into appreciating the New Music event. Exercise taste. Place the modern 
piece very carefully to achieve maximum interest. Try with all the means 
at your disposal to extract the most advantageous hearing for it. 

As to intellectual reasons for your choice, there is virtually no differ¬ 
ence between a concert containing modern music and one without it. 
One can plan a recital to please the audience. Or one can assume that the 
audience arrives expecting the performer to exercise taste and looks for¬ 
ward to experiencing what he has chosen.^Certainly, the worth of some 
compositions one can guarantee, but for others some risks must be taken 
in order that the recital form be kept alive and viable in this area. 

A problem arises when the idiom or content of a modern piece is 
somewhat beyond what the audience expected. Certainly procedures 
which are moderately inscrutable need some clarification. Adi listeners 
find it hard to grasp certain complicated twentieth-century designs that 
are not readily comprehensible. Yet the music must stand on its own. An 
explanation of what is being done, either orally or in program notes, is 
not a substitute for the actual music. Nevertheless, it is not uncommon to 
encounter explanations as long as or longer than the compositions them¬ 
selves. This dilemma is not easily resolved by the singer; each case must 
be decided on its own merit and in the light of the singer's experience. 


PERFORMANCE 

RESPONSIBILITIES 


The twentieth century has a wider range of performance standards 
than any previous era. Premieres are probably the worst performances 
because the work and its concept are unfamiliar to the performers. Stan¬ 
dards are the highest in urban centers, and at universities where com- 
poser/performers^ often make the difference. Nevertheless, wherever we 
choose to program new music, our performance responsibilities to this 
repertoire involve accuracy; knowledge of styles, concepts, and com¬ 
posers; and interpretation. 

9. The composer as performer is not so new. Since World War II there have been some new 
reasons for the phenomenon, however. Composers have always sought a performance 
which comes closest to what they have in mind. The invention of magnetic tape and its 
recorder during the war coincided with the new directions taken by music. Some of this 
New Music made enormous demands upon the individual and ensemble performers. 
Some music was so difficult that the musical establishment could not, even when the per¬ 
formers were up to the technical requirements, support the expense of the long rehears¬ 
als, the immense complement of performers, etc. When the composers turned to tape, 
and eventually to computer composing, there was suddenly no further difficulty and the 
composer was where he wished to be—in full control of the elements. 


Accuracy 
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The performance of New Music repertoire demands, first and fore¬ 
most, accuracy. The singer/accompanist team must search out a com¬ 
plete realization of the composer's intentions by means of a literal trans¬ 
lation of his notation. 

NEW NOTATION 

Leading the parade of duties to be completed before performing a 
piece of modern music is the task of deciphering the notation.^® Other 
duties such as learning the correct notes and rhythms, overcoming en¬ 
semble problems, mastering new vocal and textual techniques, must be 
secondary. Often the notational system used by the composer is the most 
time-consuming obstacle for the performer. A propos is Schoenberg's 
reference to "my musical picture-puzzles." 

Not until the first half of the twentieth century were any attempts 
made to revise a system^^ that had served for centuries. By the twentieth 
century, Schoenberg was concerned with two problems directly relating 
to notation: (1) that the effect of a musical composition changes with 
each hearing and (2) that only his own will and design should prevail. 

After World War II the notational changes were many and serious. 
Of necessity, new systems were devised to parallel the new composition¬ 
al techniques. Total serialization required the greatest possible specific¬ 
ity; indeterminacy, on the contrary, required complete freedom of inter¬ 
pretation. Entirely new systems appeared, as well as adaptations of exist¬ 
ing methods. As a result, no longer could the performer rely upon his 
easy and clear understanding of the composer's intentions, formerly fur¬ 
nished by the comfortable old system. 

The "utter correctness" so desired by the composer opens up another 
field for conjecture. Hampered by our honest respect for unerring accu¬ 
racy, we usually give no thought to certain paradoxes. On the subject of 
correct pitch, Mozart's written A, played at today's commonly agreed- 
upon pitch standards, would surely be "incorrect" to Mozart's ears. 
Eighteenth-century just intonation music played today on an instrument 

10. Busoni called notation "an ingenious expedient for catching an inspiration." Whether or 
not the means are, in some cases, more ingenious than the inspiration remains to be 
seen. Are the new notational systems too complex to be practical, too specialized to be 
broadly applied? The obligatory presence of the composer to instruct at rehearsals 
would seem to support this view partially. 

11. The Medieval and Renaissance periods used a notational system which we now read 
but do not correctly interpret. In the eighteenth century musicianship meant the skill of 
the performer—his ability to read notes and often to embellish them guided by prin¬ 
ciples of good taste and learning. During the nineteenth century musicianship for a so¬ 
loist meant the ability to interpret notation in his own way. 
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tuned to equal temperament would certainly convince an eighteenth-cen¬ 
tury musician that we cared only for notation, not '"correct'" sound. 
Would not the harmonic relationship of such a performance be "out of 
tune" to Bach? Tuning our instruments to a higher mean pitch as we do, 
would not the vocal tessitura of the Ninth Symphony seem unnatural 
and "wrong" to Beethoven hearing it today? When a harpsichordist and 
organist trying to provide the same dynamic shaping of a rhythmic 
phrase as is possible on a piano distort that rhythm, we have another 
situation in which the "correct" notation is not followed. Amplifying a 
harpsichord on records accustoms us to a distorted tone quality that 
results in an incorrect intonation. 

Our new composers are spurred on by such considerations as the 
above to search for notational systems which will convey their exact in¬ 
structions with utmost clarity. Yet notation, its translation into sound, 
and what the listener hears are all variables at best. Even an electronic 
composition will vary with equipment and acoustics. 

Achieving independence of sounds causes notational problems—free 
pitch alteration in time; differing and changing tempo references for each 
voice; differing decay times for various instruments playing together. 
Changes in the writing of pitch indications center around the demise of 
diatonic relationships in the works of some twentieth-century compos¬ 
ers. Under certain circumstances, all twelve pitches are now regarded by 
some composers as if they were equal. (The tempering of the piano has 
assured this equality, but the singer's pitches and certain instruments' 
pitches must vary according to use.) When the twelve tones are used as 
equal, then the old rules governing sharp and flat alterations are not so 
germane. 

Many innovative schemes have been proposed: give the staff more 
lines; make the notes black and white to show keys; widen the staff lines 
so that the notes can sit closer to a line or exactly equidistant between the 
two lines. Adding accidentals to all notes has been the favored solution 
for some composers. In a fully chromatic, atonal, or twelve-tone style, 
accidentals apply only to the note in front of which they stand. At times 
this practice is carried to extremes such as insisting upon a natural before 
a long series of identical notes even though the very absence of any acci¬ 
dental would have indicated a natural. This results in an overly marked 
page that is confusing. 

Two additional areas of complication are microtones and tone clus¬ 
ters. Microtonal notation generally solves the problem by the use of very 
logical alterations upon conventional accidentals (such as |, , and h , 

designating in turn a little lower than the sharped note, a little flatter 
than the flat, and just the regular flatted note.) For tone clusters, various 
symbols are adopted to indicate that all notes between two specific 
pitches should be played. Henry Cowell's original scheme has been wide- 
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ly adopted. In his system, . would indicate that all the notes be¬ 
tween the two F's be played with the two durations; designates all 

black notes; and means to depress all notes silently, holding with 

the pedal. Other variations are:^ ,1,1, and I. 

Some composers dealing with the newest techniques regarded con¬ 
ventional notation of rhythm as almost totally ineffectual for their pur¬ 
poses. In New Music, any two single lines that must move at different 
tempos are difficult to coordinate by familiar metric indicators, espe¬ 
cially when precisely graded ritard or accelerando passages are re¬ 
quired. Problems of ensemble may be vexing. The disjunct and/or ir¬ 
regular rhythms common to much twentieth-century music may conceal 
coordinating pulses. Therefore, in compositions where a common pulse 
does exist, a new way of grouping separate notes together helps the per¬ 
former to visualize the beat, as in } , now notated as: 

—3 . This seemingly intricate new notational manoeuvre is not 
so different from the old one. Composers (among them one of the great 
song writers of the twentieth century, Benjamin Britten) simply recog¬ 
nized what all singers know: insistence upon notating separate syllables 
with separate noteheads and flags makes for difficulty in reading, 
whereas beaming together short durational values helps the eye sort out 
accurately and quickly the messy and confused appearance of such a 
rhythm. Moreover, new time signatures, such as a J. or j., designed to 
occupy negligent gaps in the former system, are simply our old friend, i 
time, in a new guise. It calls your attention to a fact you already knew: § 
does not really mean that there are 9 beats to a bar. Lacking a single digit 
with which to indicate a dotted quarter note, composers had always 
written I , denoting the divisions of the beats rather than the three beats 
that were executed. Another example, Bartok's signature is simply a 
logical way of indicating how to divide the eight beats in § or the four 
beats in 1 . Although many of the innovations solve some old dif¬ 
ficulties, one wonders why it is necessary to write 4 as 7:4 or i as 3:2. 

For the problems posed by polymetrics the solutions are numerous: 
(1) constantly changing metronomic marks; (2) dotted arrows to show 
accelerando or ritard; (3)+and “ marks showing speed deviations; and 
(4) proportionate notation. In most proportionate notation schemes all 
notes are black, spaced to show duration, and beamed to show phrasing, 
as in this example of an accelerando: J f J J J J JjJii Again, it is a 
system logical to the mind and efficient to the eye. 

Only a few ideas for notating articulation, timbre, dynamics, etc. 
are standard for singers. Sprechgesang is the most notable among them. 
In Pierrot Lunaire the Sprechstimme is notated on a regular five-line 
staff. Actual pitches are indicated by percussion symbols using an x with 
a flag (i'). Since Pierrot Lunaire a three-line staff has sometimes been 
used with approximate pitches of high, middle, and low. 
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John Cage has referred to the difficulty of putting indefiniteness into 
words. To this end, aleatory or indeterminate compositions use a nota- 
tional method sometimes called "'frame notation." It allows an elastic in¬ 
terpretation within a restraining framework, which depends upon the 
kind of freedom desired. For example, the pitches and the total duration 
of the piece might be specified, but not the details as to the combination 
and sequence of pitches, rhythms, tempos, dynamics, etc. 

Another method of notating indeterminate or multi-media composi¬ 
tions is to use graphic analogs that indicate musical textures and attitudes 
by means of a free and unlimited choice of shapes that defy systematiza¬ 
tion. For example, crowded or vacant spaces on the page can be used to 
imply activity and silence, or darker and lighter noteheads can be em¬ 
ployed to show dynamics. The range of possibilities is literally limitless. 
This example uses smaller and larger noteheads as well as empty and 
filled-in ones: 


0 
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* o 

o O O 
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Electronic music has crystallized its notation into two main types of 
scores: (1) realization scores, which contain all the technical data essen¬ 
tial to produce a piece, and (2) representational scores, which are to be 
followed by a reader. Realization scores cannot be "read" by the per¬ 
formers, and representational scores are usually tape plus a live per¬ 
former. Encoding systems transmit data of two types: technical infor¬ 
mation (e.g,, frequencies and intensities) or descriptive information 
(e.g., verbal characterizations of various sound types). 

Since many composers put together their own notational systems, 
each composer s scheme must first be learned by the performer before 
tackling the score. Frequently, many pages of instructions are necessary 
to explain the new devices, and just as frequently, confusion is caused by 
two composers who use the same symbol to indicate two different musi¬ 
cal ideas. A practical note: if the notation of your composition is not 
clear, contact the composer or books by a reputable authority. Remem¬ 
ber that all recordings are not authoritative; some are obsolete, due to a 
shift in criteria. 


New Musical and Vocal Skills 

Composition for the voice in the avant-garde repertoire has changed 
to the point where the human voice is now considered just another in¬ 
strument. Thus, as with any other instrument, the voice has been given 
more and more nonconventional (some critics would have said "un¬ 
natural") technical skills to master. 
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Bethany Beardslee reminds us that many twentieth-century vocal ef¬ 
fects are not really new—glissandos and wide leaps, for example. Other 
'"new" vocal effects used with and without other instruments include 
''tonlos" whispers and half-whispers, shouts; percussive noises such as 
tongue clicks; voiced or unvoiced plosives; sustained consonants such as 
s/i, zh, or s; popping lips and cheeks; squeaks by teeth, lips, or tongue; 
whistles of various kinds; falsetto; vocal double-stops; and nonvocal ef¬ 
fects such as stamping, hand-clasps, or finger-snaps, formerly used only 
by pop singers. Upon examination, most of these vocal and nonvocal ef¬ 
fects have been used on occasion from Mozart's day to Ella Fitzgerald's. 

Sprechstimme, however, stands out as a genuine innovation. 
Whether it is called contoured speech, or an elocutionary use of the 
voice, it raises both notational and technical problems. It is important 
for the neophyte singer of Sprechstimme to realize that she has encoun¬ 
tered it before in other forms; the slight exaggerations of great recitative 
singers who achieve a result more in the direction of speech than singing; 
the "dirty" intonations of jazz singing; the sound nonsinging conductors 
and instrumentalists create when they try to indicate rapid musical pas¬ 
sages with their voices; and the Sprechstimme produced by young chil¬ 
dren, fluent as imitators of speech intonations but not yet proficient at 
real musical scales or intervals. Thus, for a singer who is master of recita¬ 
tive singing, Sprechstimme is simply a more methodical and less instinc¬ 
tive matter of learning to sing the line, break it into speech, and finally to 
sing/speak by hitting the pitch and leaving it. Nonsingers like Rex Harri¬ 
son do the opposite. If he can manage, so can you. 

On the other hand, here is a case in which the composer must under¬ 
stand what the human voice can safely do. To push the technical fron¬ 
tiers forward is all very well and good, but to impair a vocal instrument 
is quite another matter. All variations on Sprechstimme are but illusions 
of speech. As any singer knows, he must really sing if he is not to harm 
his voice in the process of pretending to speak. The primary reason for 
this is a physiological difference between speaking and singing that limits 
the range at which even the illusion of speaking can safely be achieved. 
Even Rex Harrison is not so foolish as to try to speak above this "cut-off 
pitch!" Singers and voice teachers know this instinctively, if not intellec¬ 
tually, because at a certain point it is actually painful. There are well- 
documented instances in which the composer's demand for Sprechs¬ 
timme upwards from high G in the treble staff has done physical damage 
to a soprano's voice. Here is a case in which it does not pay to refrain 
shyly from speaking out. 

What is written down runs the gamut from awkward, through diffi¬ 
cult, to impossible. A singer is not always being of assistance to a living 
composer with whom she is working by not confessing to where and why 
the exigencies of the music seem impossible. Although composers would 
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no doubt refute this claim, singers do have an exaggerated respect for the 
sanctity of the written music and do keep silent about technical matters. 
They know full well that gentlemen's agreement among composers at¬ 
tributes singers' complaints to laziness, lack of musicianship, or other 
reprehensible qualities. The singer should be encouraged to speak up 
when he feels qualified to say that a vocal principle is being violated to 
such a degree that accuracy is impossible. In the end we all want what the 
composer wants—that his notation will be clearly indicative of his in¬ 
tentions. 

Learning to sing with tapes demands that the singer acquire a differ¬ 
ent sense of rhythm. Where he formerly felt beats, he must now learn to 
sense time spatially. His live notes are the only variable in an otherwise 
absolutely reliable musical situation. 

Something must be said here as to the sharpened sense of microtonal 
pitch acquired by any performers or listeners of electronic music. Follow¬ 
ing the nervous agony and/or boredom of first experiences in dealing 
with arbitrary sound patterns, one begins to become aware of the rela¬ 
tionships that succeed and those that fail. One also becomes painfully 
aware of the confused tonality that seems to satisfy most contemporary 
orchestras, of the distortion caused by poorly designed concert halls, and 
of the pedestrian quality of much so-called musicianship masked as "cor¬ 
rect" notes. 

Singers contemplating the difficulties of microtones need not fear for 
their ability to master them. In point of fact, today's pitches are arbi¬ 
trary. Voices often alter pitch from that of their piano accompaniment 
by degrees which are not indicated by our present notation, as for exam¬ 
ple, when they "bend" notes for inflection or when then unwittingly sing 
minimally sharp and flat. These variations are particularly noticeable 
when that voice tries to tune to an orchestra rather than a keyboard in¬ 
strument, as, for example, when a coloratura cadenza previously learned 
at the piano must be sung with an orchestra. 

Using the voice as an instrument of color with phonemes rather than 
poetic texts gives rise to some slight memorizing difficulties, since most 
singers are text-oriented. To exploit the fact that the voice is the only in¬ 
strument capable of changing a sound without reattacking, nonsense syl¬ 
lables are widely used in twentieth-century compositions, especially 
those experimenting with Asian techniques. 

It is understandable that many singers feel that new composers 
write, with a reckless indifference to the practicalities of the singing in¬ 
strument, what is singable only by a handful of specialists. Yet the num¬ 
ber of young singers who earnestly labor to master the New Music in¬ 
creases daily. It may no longer be necessary to be a specialist in order to 
sing this music, but being a virtuoso is a great help. Unless one sings ex¬ 
tremely well at the outset bad vocal health can be a consequence of per- 
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forming this repertoire. To be scrupulously fair, not all vocal demises 
can be blamed on contemporary repertoire—witness several well-known 
divas of the 1960s and 1970s. Cathy Berberian, the brilliant singer of the 
New Music repertoire, believes that a refresher course in bel canto be¬ 
tween twentieth-century musical engagements might aid many a singer. 
If a singer goes into New Music without a classical background the voice 
will have a hard time holding up. As Charles Ives' father cautioned him 
during his student days at Yale, 'Tou must learn the rules before you 
break them." 

Clearly, many avant-garde composers find singers and the human 
voice generally a nuisance, and, as did Schoenberg, look forward to a 
day when mechanical methods will render it obsolete. Electronics experts 
have succeeded in producing the sound of a clarinet. The human voice 
has recently been synthesized as well. 


Mastering the New Skills 

Singers who are committed to programming the New Music must ac¬ 
quire the requisite skills. Cathy Berberian insists that, after you have 
shed your "cultural baggage," there is no difficulty in shifting between 
the various styles of the New Music. Simply work at the basics so that 
eventually you will be technically free. Your vocal and musical reflexes 
must be very fast. She gives her students exercises in shifting styles (folk, 
pop, jazz. Baroque) and encourages them to experiment with their voices 
in such unorthodox ways as vocal imitations of people and things (a 
child, a foghorn). She reports that the eminent composer Luciano Berio 
aptly named these new vocal techniques "La Nuova Vocalita." Still, not 
every singer will be able to manage well all styles of the New Music as 
well as previous historical styles. They should be stimulated by their 
teachers to develop their own potential and originality, wherever that 
may lead professionally. 

Some of the techniques New Music demands of singers are accuracy 
and flexibility with the complex rhythms, speed of execution between 
registers, highly varied dynamic levels, and modes of articulation. 

One must be able to handle easily and accurately metrical rhythm 
with accompanying contradictions in various combinations at various 
levels. One must become skilled at perceiving measurement even when it 
is obscured by those irrational divisions that are spawned by nonmetrical 
rhythms—closely related to jazz improvisational techniques. It is very 
difficult for most Western performers to measure more than a one-min¬ 
ute duration; this ability can be extended (and must be for twentieth-cen¬ 
tury repertoire) with practice, as Asian musicians attest. A conscientious 
use of the metronome is probably indicated for practicing. Singers 
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should remember that they have already had experience with practicing 
these rhythmic problems although they have not labeled them as such. 
Singing with an organ or a harpsichord, as compared to a piano, requires 
attention to the differentiation in the time span of their intervals. 

As for pitch considerations, precision and total dependability at 
singing the characteristic wide leaps, dissonant pitches, microtones, and 
Sprechstimme are absolutely essential. 

Jan DeGaetani, specialist in modern music and brilliant at many 
other styles, describes her method for practicing Sprechstimme thus: first 
speak the text in rhythm. When this is under control, sing the lines with 
all the accoutrements of normal singing (pitch, vibrato, legato, etc.). 
Next learn to attack each note on pitch and immmediately leave the 
pitch, keeping it in flux as you approach the following note, where you 
do the same things. The end result is a legato line with approximate 
pitches. 

The following is a practical, though admittedly personal procedure 
for solving musical problems excluding microtones, microrhythms, and 
Sprechstimme in New Music for the benefit of singers who have not yet 
formulated their own methods. 

We must again emphasize that unless the notation system must be 
deciphered the first task in tackling a difficult new piece is to study the 
rhythm. On the occasion of the first stage rehearsal of Wozzeck at a 
world-renowned opera house, the internationally acclaimed conductor, 
a superb musician respected for his stringent musical demands, informed 
the assembled cast, 'When the difficulties of this score force you to 
choose between the right notes or the right rhythms, I want you, at all 
costs, to be on timel" 

Rapid shifts between compound and simple time signatures, between 
metric values, between beat divisions of two, three, four, five, six, and 
seven are the hallmarks of such music. Time spent practicing for control 
of these elements is well spent indeed, since more traditional music in 
your repertoire will also benefit from this upgrading of your musician- 
ship. Learn, too, to mark your score with your own clarifying symbols, 
e.g., if jn. in § time confuses your eye, change it to J71. 

Without the pitches, learn the rhythm of your own part, disregard¬ 
ing the accompanying lines at first. Then, when your rhythms are reli¬ 
able, check the other parts or accompaniment for rhythmic patterns that 
may put you off. If possible, tap those rhythms while speaking your 
own, or in some other way deal with such spots. Do not ignore them. 

When the rhythms are mastered, add the words. When you can 
speak the words and rhythms of your own fragments accurately and in 
tempo, add the rhythms of the interludes. Do not bother to play the 
notes, just tapping the rhythms will do for now. Practice entering cor- 
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rectly and in tempo after the interludes. When you are confident of your 
accuracy, you are ready for the pitches. 

While learning the pitches, mark permanently in the score your pitch 
strategies, which facilitates speed of execution; e.g., a circle around your 
beginning note and a line connecting it to the circled note from which 
you get this first pitch. You will soon acquire the experience to evolve a 
personal system. Do not insist upon the correct rhythm or words during 
this part of the process, except possibly for the instrumental interludes 
(when it is convenient to do it so). 

A small volume could be written on the subject of how to get your 
first note of the phrase. Here we will try to treat the most important 
variations of the issue. A seemingly simple strategy is to find the same 
note somewhere in the preceding instrumental or vocal interlude. 
Whether you find the same note, a note an octave above or below your 
note, or a note from which you can sing up or down a smallish interval, 
the pitfall is the same. To serve your purposes, the chosen note must be 
audible. That is, seeing it on the page does not signify that you will hear 
it when the other instruments are playing. Here are several illustrations 
of other factors that sometimes interfere: 

1. The tempo at which the salient note goes past may be so fast that 
your pitch is inaudible. 

2. The octave in which it appears may be too high above or too far 
below your singing range for you to perceive the pitch successfully. 

3. The chosen note may be present and strongly so, but contradicted 
by equally strong neighboring dissonances. 

4. Your pitch may be in the middle or on the very bottom of a tone 
cluster where it cannot be separated from the pile (the top note of a 
cluster is usually safest). 

You must expect to decide by trial and error which note is dependable. 
Also, as your experience grows, you will be able to choose better and 
more swiftly, and your hearing will improve as well. You will learn that 
instrumental indications in the score are of great help. To illustrate, if the 
note you must hear is played by a trombone among many notes of lighter 
texture, then it will be very distinct to your ear, whereas a pitch played 
by one string instrument among other strings will not be reliably discern¬ 
ible. If the instrumental interlude before your entrance is long, a note 
that is reinforced by several isolated repetitions of that pitch will be of 
more help than a note you hear only once. Arbitrarily assigning leading 
tone function to a salient note that is one-half step lower than your enter¬ 
ing note is a very useful device. 

It is most efficient to practice these connections aloud initially rather 
than trying to think silently the connection. For example, your note is an 
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A and a strong G-sharp appears one and one-half bars before your en¬ 
trance. Play on the piano a few haphazard tone clusters (no attempt at 
correct notes) surrounding a clearly played G-sharp in the proper octave. 
Catch the G-sharp. Sing it aloud while the tone clusters continue for the 
one and one-half bars. One beat or so before your entrance go up to your 
A. Enter on time with the A. The reason for prolonging the instrumental 
note, G-sharp, rather than going immediately to the A and prolonging it 
is this: when the process eventually becomes a silent one, the G-sharp is 
real but the A is mental, imagined, and can be forgotten more easily. In 
any case, remember that singing the helping note aloud does wonders for 
securing it in your memory, because memory of pitches is partly 
physical. 

Be reassured that you do not have to choose strategies correctly the 
first time. Simply revamp your tactics after the first rehearsal when you 
discover what does not work. Once a note, infallible in its ability to trig¬ 
ger your starting note has proven to bring you in correctly, begin to play 
the capriciously selected tone clusters in the rhythm of the bars leading to 
each of your entrances, putting the signal note in its proper place. Then 
practice entering in tempo. 

When the beginning note of each phrase is easier to find, proceed to 
the remaining notes of the phrases. The following procedure works very 
efficiently. For the first few days of learning pitches, invent chords that 
will encompass as many melody notes as possible, disregarding the ac¬ 
tual harmonies or lack of them. Learn the pitches as they sound when 
buttressed by these chords. Remember, however, that not all notes need 
be chord tones. Some can be treated as appoggiaturas or upper and lower 
neighbors. For example, if the first five notes of a phrase are B-sharp, C^- 
sharp, G^, E^-flat, F\ then a chord that could encompass these would be 
an E-flat dominant seventh (the C-sharp becomes an enharmonic D-flat). 
Using the B-sharp as a leading tone to the C-sharp makes for a simple and 
efficient way of learning all five notes. (Even those who are capable of 
singing accurate intervals regardless of the underlying harmonic scheme 
will find the chord helpful. Those with perfect pitch have, of course, a 
swifter alternative.) 

Fiere is a system for learning those troublesome large skips, sug¬ 
gested by Carol Knell of the University of Wisconsin at Stevens Point. 
During the learning process, invert all intervals over a fifth. This way the 
singer practices nothing larger than a fourth while routining the pitches. 
When confident, she returns to the wider skips. Wide leaps present the 
singer with two obstacles—the pitches themselves and the actual width 
of the skip. Bethany Beardslee counsels the singer faced with difficulties 
due to wide leaps to 'learn to feel them in your larynx"; in other words, 
muscular memory reinforces pitch memory. Jan DeGaetani does with 
twentieth-century wide leaps the exact opposite to what she would do in 
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other literature, that is, she does not strive for the normal blending into 
one quality. Instead, she works at speedy shifts between registers. 

Adding the responsibility of the proper rhythm, practice with the 
chords until you can manage the melodic line accurately (in tempo) and 
with the correct rhythms. Now begin gradually to leave out the prop 
chords until you are secure and faultless when singing in tempo without 
them. In this manner, one first becomes confident of the pitches and 
eventually finds the real logic of their proper place in the composer s 
plan. 

At this juncture you must challenge your command by adding those 
arbitrary piano tone clusters under your melodic line, deliberately trying 
to throw off your concentration. This is the time to check in the accom¬ 
panying instrumental lines or other voices for minor seconds that are jux¬ 
taposed so closely to your notes as to threaten your security and ac¬ 
curacy. As with the rhythms, do not close your ears to them, attempting 
to ignore their influence; admit the sounds to your consciousness by 
pounding them out on the piano while singing, the better to learn how 
not to succumb. 

Now, having assured your command of such segments, go back to 
tempo. Go through each medium-length section of music without stop¬ 
ping, playing the intervals (in the form of tone clusters with correct 
rhythm and tempo, but with no attempt at correct notes, except for those 
required in order to enter correctly or to withstand the pitch temptations) 
to indicate the other parts. This method may well be criticized. The 
singer does indeed spend some time within a harmonic design other than 
that which the composer intended. Nevertheless, nothing, including 
time, is lost. The end result is security, plus an easy sense of belonging to 
the proper scheme before the first rehearsal with the ensemble. Besides, 
by this time you will certainly have become a better musician. 

Unfortunately it is often necessary to remind non-singers of the facts 
of the vocal instruments: dissonant pitches are infinitely harder for a 
singer to achieve with precision (even muscular fatigue or respiratory ill¬ 
ness can add to his pitch difficulties). He has absoutely no geographical 
reference points, no black keys to the left of which lies an invariable F, 
no valves, no frets, nothing to measure by. All, not part, must rest on the 
quality of his ear-training. 

Surely the micro tones of Asian-influenced music call for an ear¬ 
training of a superior sort. Here again, the lack of a spatial point of refer¬ 
ence hampers the singer more than an instrumentalist. He has learned to 
relate his hearing to mean tuning and it must be retrained to accomplish 
these microtone just tunings. Jan DeGaetani advises that this training is 
best done away from the piano. 

Perfect pitch is consequently an immense plus for a singer of this rep¬ 
ertoire since it cuts his learning time at least by half. Yet it must be admit- 
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ted that a singer with perfect pitch cannot tune or listen harmonically as 
well as one without it. At times it is actually annoying to have perfect 
pitch because each person s A is different and older instruments, too, are 
pitched differently. To quote Cathy Berberian, ''Perfect pitch is ideal but 
not indispensable." 


Knowledge of Styles, Concepts, and Composers 


The second large responsibility assigned to the performer of modern 
music is conceptual awareness. He must be aware of the historical, con¬ 
ceptual, and systematic framework of the piece he is performing. Tables 
1, II, and III were devised to assist you in orienting yourself to the frame¬ 
work of any composition you are studying. 

In a sense we are philosophically opposed to the classification of 
music by the terms defined in Table II. Such identification tags have the 
effect of stopping our healthy investigations into the true nature of the 
new compositional styles. Composers of the twentieth century do not 
differ so thoroughly as these labels would make us believe. There is, for 
example, a humor and a rationality in Schoenberg's music that the word 
"expressionism" hides. There is a tender passion in Stravinsky's music 
that is belied by the term "neo-Classicist." These "isms" we shall examine 
in Table II all came about in succession due to the strenuous efforts of 
composers to break loose from the tedious rules and traditions of the 
nineteenth century. Take care, therefore, to use Table II for general 
orientation only, not as a substitute for your own explorations. 

TABLE I CHRONOLOGY OF ACTIVITIES IN NONHARMONIC 
COMPOSING SINCE 1900 


General Trends before World War I 

Composers begin to invent various ways of separating themselves from 
Romantic music. First few attempts concentrate on trying to extend the 
tonal system as far as possible. Romanticism is anathema. 

Debussy, diverging radically from his predecessors' practices, begins 
with his works to herald the end of the harmonic era; with what he 
learns from gamelan music heard at the 1889 Paris Exposition, begins 
to loosen European conventions. 

Schoenberg's expressionism, as in Pierrot Lunaire, is gradually break¬ 
ing down tonality as the organizing force in music. Some attempts at 
what will be called mixed-media to be found in Pierrot Lunaire. 

Stravinsky, in awe of endless possibilities, imposes stringent restraints 
upon his composing; gives European music what amounts to a rhyth- 
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mic injection; uses harmonies that are polytonal; puts Russian folk 
melodies to great use, saying, ''Great composers do not imitate; they 
steal." Called a sophisticated primitive, he innovates in the area of or¬ 
chestral timbres. Influenced by his teacher, Rimsky-Korsakov, who 
was an orientalist, Stravinsky becomes interested in Asian musical 
techniques. 

Busoni, pursuing what would later be called "neo-Classicism," disdains 
the mass audience, asking for freedom from conventions of rhythm and 
form, from excessive respect for notation, from our system of scales, 
from performance-technique limitations. 

Bartok, best of the folklorists (Arabian, Turkish, Hungarian), uses 
rhythmic intricacies, sharp harmonic dissonances, chords in other than 
thirds, polyharmonies, pentatonic scales, to expand the tonal system. 

Ives, in America, working entirely alone, realizes that he must violate 
"nice" harmony. He liberates it, frees consonance and dissonance, uses 
vertical and overlay harmonies, makes use of Cowell's new tone 
clusters, with breadth and versatility anticipates many twentieth-cen¬ 
tury developments and innovations, develops a style from free chroma¬ 
ticism to twelve-tone. (In a note to a pianist attempting a piece of his, 
he writes, "All the wrong notes are right.") 

Carpenter and Griffes, much taken with Asian and Eastern music, 
follow impressionistic leads. 


During World War I 

All work in comparative, if not complete, isolation. 


General Trends between the Wars 

An end to musical structure based on the tonal system has been partial¬ 
ly effected by some composers. There follows a period of bold, 
straightforward originality, healthy investigations into atonal systems, 
the ironic, the grotesque, jazz, quarter-tone music, etc. In Europe there 
are post-impressionists, anti-impressionists, dodecaphonists, atona- 
lists, serialists, neo-Classicists. 

Europeans in America are: Bloch, Stravinsky, Schoenberg, Weill, 
Toch, Hindemith, Krenek, Wolpe, Milhaud. 

American composers, led by Varese, learn in the twenties to band to¬ 
gether in the League of Composers and the International Composers 
Guild. Many American composers interested in folk (influenced by 
Copland), primitive, Asian and extra-tonal elements. Cage and Cowell 
investigate the use of tone clusters, fist and elbow chords. Oriental 
scales and instruments, indeterminacy, and mixed-media. Some elec¬ 
tronic inclusions, compositions for motors and amplifiers. 

The most fundamental change is wrought by the discovery of the 
atonal/serial compositional technique that discards once and for all 
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any distinction between consonance and dissonance. Schoenberg, after 
8-year silence, wanting complete freedom but also coherence, conceives 
of 12-tone, equal-tempered scale, a device for limiting choice but allow¬ 
ing flow of intuition; objecting to term "atonality," calls his new 
language an 'emancipation of dissonance." 

In the 1930s, after forty years of revolutionary crises, many rules of 
harmony, rhythm, and melody have been broken down, while Stravin¬ 
sky abandons primitivism and realism, adopts and adapts musical 
ideals of 18th-century, followed by other composers. 

A mass audience is ready. How to approach it? The invention of sound 
for films offers new vistas for composers. Hollywood uses German- 
and Russian-trained Romantic composers primarily, but French and 
Russian films dare to use contempory composers such as Prokofiev. 

Many Americans study with Nadia Boulanger in Paris. Electronic 
sounds beginning with the Theremin, lead to invention of Ondes 
Martenot. 

Twelve-tonists remain aloof from experiments with jazz due to its tonal 
basis. 


During World War II 

The invention of high-fidelity equipment and magnetic tape recorders 
have immense influence on composers' methods as well as creating a 
mass music public. 


General Trends after World War II 

Between 1950-1965, conceptions of musical design come close to dis¬ 
pensing with contemporary limitations of notated sound. 

In the chaos after the war, composers try to seek total control over 
music, to annihilate will of the composer in favor of predetermined sys¬ 
tems. Serialism develops into total serialism (rhythm, too) and finally 
serialism plus computer or tape. 

Musique concrete takes sound-objects (the equivalent of visual images) 
as its basis, thus altering compositional procedures. Music is prepared 
from recorded sounds. Affinity with theatrical forms is inevitable. 

In the 1950s composers take the further step of denying the realistic 
sounds of musique concrete and using synthetic sounds. Eventually, to 
avoid monotony they begin exploiting tape and live performers. 

Italy and France finally adopt serialism, which they had resisted hereto¬ 
fore. American school of composing absorbs something from Schoen¬ 
berg while devising its own qualities. Because it is discovered that the 
same effect is available from a no-numbers system, that the logic of a 
numbers system does not guarantee a clarified impression to the 
listener, random or aleatory music begins to come to the fore. Some 
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composers are intent upon abdicating artists' conscious power as 
chance challenges the intellect. With accidental determinants such as 
the toss of dice or a coin, aleatory composers try to bring the moment 
to heightened awareness. At first, performers are given limited freedom 
of choice; then performers are made to improvise their own notes. Thus 
fixed pitch and precise notation are no longer necessary. 

Meanwhile, mass audience meets the classic repertoire for the first time, 
thanks to long-playing records, and rejects to a surprising degree the 
comparatively harder music of its contemporary composers. 

A large segment of composers go in an Asian/Oriental direction with 
the use of Indian and Asian instruments, forms, scales and combina¬ 
tions of Oriental and Western instruments. 

Eventually a determinate-indeterminate form of music evolves: the 
preparation is determinate but the reception is indeterminate. This 
opens the way to elaborations possible with electronic and/or com¬ 
puter music. 

Mixed-media or "theatrical-performance" composers take the position 
that an action can replace a note, and a sound can do the work of an ac¬ 
tion; thus the drawing together of mixed arts in a multi-dimensional 
and multi-interpretable whole gives scope for the creative participation 
of an audience. 

Aleatory music establishes a bond between pop and serious music; now 
jazz is influenced by serious music; since both jazz and indeterminate 
music are improvisatory, they can interchange. 

Composed music is finally indeterminate, as Busoni predicted many 
years before. 


TABLE II DEFINITIONS OF NEW MUSIC TERMS 

Expressionism 

Expressionism is a term we are accustomed to hear in descriptions of 
certain German painters of the twentieth century. Their paintings were 
characterized by one or more of these tendencies: relationship with 
abnormal psychological conditions; avoidance of classical drawing 
techniques and/or representational shapes; and improvisation in colors 
(what Gunther Schuller calls Paul Klee's "orchestral repertoire"). Ex¬ 
pressionism eventually referred to any art that distorted real images 
and avoided ideal norms of beauty for the sake of expressing the artist's 
feelings. A close connection can be made with the anti-Classical and 
anti-Romantic battles fought on the musical front by such composers as 
Schoenberg, Berg, and Webern in Europe and Carl Ruggles in America, 
typified in their compositions by intricate textures, atonal harmony, 
and non-Classic forms. 
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Dodecaphony, Twelve-tone, Atonality, Serialism, Total Serialism 
In general, serialism refers to a manner of composition in which an or¬ 
der of sequence is set up for one or more elements of the musical proce¬ 
dure; these orders of sequence or variations of them are then repeated 
throughout the composition. The sequential order for pitch is called a 
tone-row; for units of time, a time-series; chords are accidental; keys 
are non-existent; hence the name atonality. Other elements include 
loudness and softness. The procedure was originally applied to pitch 
only and was called dodecaphonic or twelve-tone composition. Since 
1950 composers have applied serial techniques to elements other than 
pitch, hence the designation total serialism. Among those composers 
writing with or adapting these procedures are (in alphabetical order): 
Babbitt, Berg, Richard Rodney Bennett, Berio, Boulez, Dallapiccola, 
Gerhard, Hamilton, Krenek, Lutyens, Martin, Maxwell Davies, Perle, 
Pousseur, Schoenberg, Searle, Webern and Wellesz. 

Asian and Oriental Procedures 

Until the twentieth century, Asian music was not an important influ¬ 
ence on Western music. A kind of turning point came when Debussy, 
rejecting Wagner and drawn via the symbolist poets (Moreas, 
Mallarme, Verlaine, Maeterlinck) to symbolism and impressionism, 
among other techniques, was exposed to the Indonesian gamelan. From 
that moment, music of the twentieth century shows an uninterrupted 
and continuously growing influence of Asian musical principles upon 
Western compositional techniques. 

In China and India, serious attention has always been given to the 
transcendental and emotive power of music. A Chinese concept states 
that timbre and pitch are the two primary resources in music. Further¬ 
more, fundamental to many Asian cultures is the poetic and mystic 
concept that each single tone is a musical entity in itself. A list of Asian 
musical elements differing from Western includes: the tuning system, 
instrumental characteristics, vocal qualities, performance techniques, 
pitch and rhythmic inflections, and perhaps most importantly, theory 
and philosophy. 

The traditions of Asian music therefore include (1) the transformation 
of individual speech sounds into musical events, based upon their tim¬ 
bres as well as the dramatic meaning of the words; (2) constant subtle 
modifications in pitch, rhythm, and timbre; (3) an emphasis on the pro¬ 
duction and control of tones; and (4) a value placed on the varied func¬ 
tions of single tones. Other sources include the Zen tradition. Oriental 
calligraphy, Shakuhachi music, and Buddhist chanting. 

It follows that such characteristic, yet diverse, twentieth-century 
compositional treatments as Scriabin's color spectrum/pitch ex¬ 
periments, Stravinsky's and Bartdk's use of nonWestern melodic and 
rhythmic materials, Webern's concern with all the definable physical 
characteristics of single tones, Partch's 43-tone just intonation system. 
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and the wide use of phonemics by such composers as Babbitt all spring 
from the rich source of Asian music. 

Composers influenced in their procedures by Oriental and Asian tech¬ 
niques include, from Europe (in alphabetical order): Bartok, Blacher, 
Boulez, Debussy, Holst, Ligeti, Messiaen, Rimsky-Korsakov, 
Ruynemans, Scriabin, Skalkottas, Stockhausen, Stravinsky, Varese, 
and Xenakis, and, from America: Cage, Carpenter, Coltrane, Cowell, 
Glass, Griffes, Harrison, Hovhaness, McPhee, Partch, and Young. 

Electronic Music 

The term electronic music originally referred only to sounds combined 
electronically, as contrasted with the name "musique concrete" (music 
assembled from a library of recorded sound "objects"). Electronic 
music now refers to a whole range of sound materials, musical styles, 
and esthetics. In the 50s composers began to combine concrete and syn¬ 
thesized sounds, prerecorded and live, and to apply serial techniques. 
The newest facet is the composer/performer. 

The basic procedures for assembling an electronic composition require 
sound generation (oscillators or acoustic sounds introduced by micro¬ 
phones), sound modification (filters, modulators, reverberation, tape 
treatments, etc.) and sound reproduction and storage (tape, amplifiers 
and loudspeakers). In the future electronic music may be used to 
describe live performance and tape music may designate involved proc¬ 
esses that require rehearsal. 

Before 1950 experiments were made by Cage, Varese, Hindemith, 
Toch, and Milhaud, among others. After 1950, led by the Paris studio 
of Schaeffer (where Boulez, Messiaen, and Stockhausen worked), Col¬ 
ogne (Pousseur and Stockhausen), Columbia University (Ussachevsky, 
Luening, Babbitt, Subotnick, Davidovsky, and others), other major 
studios that reconciled musique concrete and electronic music grew up 
in Milan (Berio), Tokyo (Mayazumi and Moroi), London (Gerhard), 
Warsaw (Penderecki), Brussels (Pousseur), Ann Arbor (Mumma 
and Ashley), University of Illinois (Hiller and Baker), and Toronto 
(Schaeffer). 

Computer techniques are used to help precompose tonal calculations 
and to create electronic sound that will be used in ways that can now 
only be guessed at. Some new equipment can reproduce the sound of 
any instrument presently known, some never heard before, and a vocal 
range from bass to soprano. 

Indeterminacy, Aleatory Music 

Indeterminate compositional techniques are of two kinds: those that 
use means that are variable before performance and those that use 
means that are predictable before performance but put together 
through random practices. The designation aleatory (Boulez's term). 
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now used mostly by journalists, has been supplanted by the term inde¬ 
terminate. 

The accepted aesthetic principles postulated by indeterminacy are: 

1. Any sound or no sound is as valid as any other. 

2. Each sound is a separate event, not related to any other sound by 
any rules or implications, important for itself but not for what it 
contributes to musical development. 

3. Any assemblage of sounds is as good as any other. 

4. Any means of forming an assemblage is as good as any other. 

5. Any piece of music or composer is as good as any other. 

6. Traditional judgments of value, expertise, and authority are 
meaningless.* 

A composer may develop these principles in many ways. He may (1) 
make a synthesis of sound, action, and written word; (2) have notated 
instructions that nevertheless allow interpretational freedom; (3) em¬ 
ploy graphic notation within fairly strict limits that allows improvisa¬ 
tion with electronics; (4) organize theatrical happenings where atten¬ 
tion is directed to simple elements repeated endlessly; or (5) indicate his 
intentions clearly but leave the realization up to the performer. 

Composers who have worked within indeterminate procedures are (in 
alphabetical order): Ashley, Austin, Browne, Bussotti, Cage, Chiari, 
Cowell, Feldman, Grainger, Ichiyanagi, Ives, Ligeti, Maxwell Davies, 
Mumma, Nilsson, Oliveros, Satie, Sender, Subotnick, Swift, Tudor, 
Varese, Wolff, and Xenakis. 

Mixed-Media, Multi-Media, Intermedia 

All three designations are applied freely to theatrical works or events 
that mix arts, forms, procedures, and electronic media. These works 
are directed at more than one sense and usually demand some measure 
of total environment (as distinguished from a proscenium stage only). 
Moreover, these occasions often aim to involve the audience and thus 
are influeixed in some way by the spectators. One might summarize by 
saying that composers wrote for the ear until 1960 when they began to 
shift from sound to action. European composers have worked mostly 
within the proscenium theater limitations. 

Composers who have used mixed-media procedures are (in alphabetical 
order): Ashley, Austin, Becker, Behrman, Berio, Bussotti, Cage, Fin¬ 
ney, Glass, Hiller, Kagel, Martirano, Mumma, Nono, Partch, 
Oliveros, Pousseur, Reich, Riley, Schoenberg, Scriabin, Sender, 
Stockhausen, Stravinsky, Subotnick, Var^e, and Young. 

Neo-Romanticism 

Neo-Romanticism is a modern kind of Romanticism which has, in pass¬ 
ing through a contemporary mind, emerged as something new. It ex- 

* John Vinton, ed., Dictionary of Contemporary Music (New York: E.P. Dutton, 1967). 
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presses a romantic ideal in modern terms. Early in the twentieth cen¬ 
tury, after the shock value of such movements as Dadaism had been ex¬ 
hausted, a certain proportion of contemporary composers elected not 
to follow the path of serialism or electronic music. They chose to take 
advantage of the coloration techniques of Strauss and Sibelius and mix 
them with some more modern compositional techniques. Neo-Roman- 
ticism is a secondary phase of the modern stylistic upheaval paralleled 
by Stravinsky's move into neo-Classicism. Conspicuous by its use of 
recognizable melody even when such melody is consolidated with es¬ 
tablished avant-garde textures, neo-Romanticism has been both de¬ 
plored by champions of modern music such as Henry Cowell who calls 
it “conscience-quieters" for composers who cannot find their own new 
direction, and welcomed by those identifying with Couperin, who re¬ 
portedly preferred music that touched him to music that surprised him. 

This apparent rebellion against severity'and flimflam in the arts is most 
evident in architecture, although it has correlatives in painting and 
music. Neo-Romanticism's move toward a more conventional lyricism 
(paralleled by Philip Johnson's architectural directions) is not a retreat 
to the past but aimed at integrating historical forms into a new and 
complex whole. 

Taking what they wish to use from the new techniques, and without 
condemning or abandoning older techniques, unthreatened by passion 
or melody, these composers—Argento, Barber, Britten, Chanler, 
Crumb, dello Joio, del Tredici, Diamond, Druckman, Griffes, Maxwell 
Davies, Nordoff, Respighi, Rochberg, Rorem—have all been referred 
to as neo-Romantic composers. 


One must recognize in any discussion of stylistic genres that the no¬ 
tion of style is anathema to the twentieth-century avant-garde. They be¬ 
lieve that structure and manner do not in fact have a separate existence— 
it just seems so. Previously, in other types of composition, performance 
was regarded as a competitive skill where excellence was achieved by 
conforming to standards set by the system. The new procedures of this 
era have now culminated in performances far less authoritarian. Indeter¬ 
minate composers look for the possibilities of a more pliant approach to 
traditional literature as well as new attitudes toward performance. 

Such goals led to the use of chance in compositions and improvisa¬ 
tion in performance. The composer himself often assumes the role of in¬ 
terpreter and the performance might be described in the best parlance of 
the 1960 s as a "happening." Highly integrated performances necessitated 
by the avant-garde compositions include skills at ensemble phrasing and 
improvisation. A great proportion of new music is, even as is early mu¬ 
sic, a matter of contributing to ensemble. The new indeterminate proce¬ 
dures must be distinguished from the old, jazz-derived improvisations, 
which are more conventional, tonal, and traditional. (Real jazz is com- 
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munal improvising,) From one point of view, electronic compositions are 
seen to have reduced both performer and listener to a solitary state of im¬ 
prisonment, whereas music was once regarded as bringing people togeth¬ 
er to share a common experience. With computer-aided electronics, all 
sounds are now at the disposal of composers. Some twentieth-century 
music is becoming a branch of technology—physics, logic, mathematics. 
The university music department often seems to take its tone not from 
the humanities but from the engineering sciences. 

Interpretation 

The third responsibility which must be assumed by the singer of New 
Music repertoire has to do with interpretation. As with any music, he en¬ 
deavors first to make his views one with the composer's. He searches on 
ever deeper levels for a more penetrating grasp of the composition's 
structure, for this can give him the desired combination of control with 
liberation. With much modern music he must, in addition, take pains to 
become a somewhat bodiless conduit for the music. 

It is evident that, for a singer, problems of interpretation and emo¬ 
tion hinge upon the expressive nature of his instrument and upon the ex¬ 
istence of a text. Let us examine briefly the changes that have taken place 
in text setting over the past centuries. 

Throughout the history of vocal music, the text and music have in¬ 
fluenced each other in different ways. In recitative, the music has always 
been secondary to the text. In songs and arias, the text sometimes served 
as the actual impetus for the music; infrequently it was virtually inconse¬ 
quential in relation to the music. 

The traditional use of the voice was for singing, recitative, or melo¬ 
drama. Composers were interested in illuminating or supplementing the 
various attributes of the text—its form, rhythms, melodic feasibilities, 
meanings, and some of its phonemic arrangements. Poets chose words 
for their sounds as well as their meanings and connotations. 

In vocal music of the Middle Ages and Renaissance, the texts decreed 
the rhythms of the sung parts, the arrangements and length of phrases. 
Inflections of the text commanded directions taken by the melody. From 
the early Baroque on, the meaning of the texts were as important as their 
form, rhythm, and inflections. Changing dramatic situations and general 
expressive qualities of the text were paralleled by the music. To give in¬ 
sight into the inner life of the text by every possible musical means was 
the composer's objective. His tools were tempo, mode, key, phrasing, at¬ 
tack, singing styles, tessitura, vocal registers, rhythms, dissonance ver¬ 
sus consonance, form, metric placement, word prosodies, leitmotifs, 
harmonies, and direct tone painting. 
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All these methods, except tonal factors such as key, mode, conso¬ 
nance, and dissonance, are still available to composers. Now, however, 
composers are exploring ways of using the voice other than singing— 
speech or speech sounds without morphemic substance, new organiza¬ 
tions of rhythm, meter, timbre. 

The search for new musical possibilities is combined with the desire 
to choose new ways of setting advanced contemporary writers. The late 
nineteenth- and twentieth-century poets (such as Hopkins and Mallarme) 
chose words for phonemic substance, organized them into relationships 
more complex than rhyme schemes, onomatopoeia, internal rhymes, etc. 
For some twentieth-century composers, then, the meaning of the text 
does not help dictate the music's organization as much as its phonemic 
content, its nonmeaningful sound sources, its sensations, its naturalistic 
speech. Texts that are chosen by such composers may be structured or 
not to produce a result whose meaning is nonverbal. 

Nevertheless, composers of this century have used traditional ways 
of incorporating the text into musical works. Both Ives and Schoenberg 
used direct tone-painting. Hindemith associated specific ideas with cer¬ 
tain tonalities. Britten set words with normal word stresses, using vari¬ 
able meters. Schoenberg, while attentive to prosody, did not neglect the 
meaning of the text as a whole in his earlier vocal works, although he 
was sometimes admittedly inspired by just the first few lines of a poem. 
He went so far as to insist that his vocal works be done in the language of 
the country in which they were performed. This argues for the impor¬ 
tance of verbal meanings to him at times. 

Then Debussy, Schoenberg, Stravinsky, and Webern, reacting 
against the emotionalism of the late Romantics, began to invent new and 
nontraditional ways of treating texts. Stravinsky used such methods as 
chanting, percussive effects, one tessitura for extended periods, hypnotic 
repetition of single syllables. Ravel and Debussy treated the voice as one 
more instrumental timbre. Many began to reject literal meaning of texts, 
to experiment with matching vowel formants to electronic timbres, frag¬ 
menting musical line and space, linking speech sounds with pitches or 
registers, etc. 

One hears frequently of composers "treating the voice as another in¬ 
strument." Some of those who teach today's young composers have criti¬ 
cized this tactic as being, in many cases, an evasion of the problems of 
text-setting. Since self-enclosed musical systems tend to be disturbed by 
the entrance of a text, an easy solution is to break up the words into syl¬ 
lables so that the voice becomes "just another instrument." It is of course 
legitimate to treat the voice so, but to do it successfully the young com¬ 
poser must understand what "instrument" is the voice for which he 
writes. A long-standing complaint from singers (even those extremely 
sympathetic toward the aims of the newest music) is that some com- 
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posers carefully study all the instruments for which they write except the 
vocal instrument. Not only do young composers often not comprehend 
the basic principles common to all human voices, but they just as often 
clearly do not begin to differentiate among the myriad vocal subdivisions 
and their attendant technical intricacies. A rather common practice (one 
which may well result in a composition that is virtually unperformable) 
is to know the range but then proceed to compose within, or on, the ex¬ 
tremes with no regard for tessitura or vowel/pitch relationships.^^ The 
singer who is faced with a composition in which inefficient text-setting 
forces him to choose between enunciating well or making an acceptable 
tone can ask the composer to help reconcile the difficulty, or, if the com¬ 
poser is not available, make his own compromise. 

Since the human voice expresses emotion much more directly than 
any instrument, its greatest gift has been more or less spurned by avant- 
garde composers of New Music even as they spurned Romanticism itself. 
This fact raises an interesting point: although fully intending to obey the 
injunction against ''interpreting," is it really possible for the human voice 
to pronounce words and yet delete or suppress all morphemic meanings? 
At the very least, it would seem to require an immense effort. Music is so 
evocative that, if words coupled with music are performed often enough, 
surely a meaning followed by an unwanted "interpretation" will emerge 
in spite of the performer's wishes. Perhaps the widespread use of 
phonemes is more than an experiment in color. Perhaps it is the best 
method for excluding verbal meaning, and thus unwanted expressivity, 
from the human voice. Only the synthesizing of a totally electronic voice 
could do the job better. In order to follow the dictates and wishes of 
some composers in the forefront of the avant-garde, noninvolvement 
must be attempted, if not learned. 

Two radically opposing viewpoints about interpretation are aptly 
epitomized in the following quotations. Ferruccio Busoni believed that 

the audible presentation, the "performance" of music, its emotional in¬ 
terpretation, derives from those free heights whence descended the art 
itself. . . . Great artists play their own works differently at each repeti¬ 
tion, remodel them on the spur of the moment, accelerate and retard, in 
a way which they could not indicate by signs—and always according to 
the conditions of that "eternal harmony. 

But Igor Stravinsky counters with the argument that 

12. Non-singers tend to take the singing instrument for granted as a piece of normal human 
equipment. Ideally, the vocally inexperienced composer should equip himself with such 
a detailed knowledge of voice, text, and music that it would be, for example, as incon¬ 
ceivable for him to write a vowel on an unsuitable pitch as it would be for him to write 
a low F for a violin. 

13. Ferruccio Busoni, A New Esthetic of Music (New York: Dover Publications, 1962), p. 
76-85. 
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music should be transmitted and not interpreted, because interpretation 
reveals the personality of the interpreter rather than that of the author, 
and who can guarantee that such an executant will reflect the author's 
vision without distortion?^'* 

Yet this controversy is in some ways moot. Music cannot exist with¬ 
out the intermediary, the performer (a good reason why many modern 
composers have protectively become performers of their own music). 
Only the performer can with skill, creativity, and perception transform 
the notation into music. A note-perfect performance can also be sterile. 
A great performance is always inimitable. Even in totally controlled elec¬ 
tronic music in which the performer is seemingly eliminated, speed and 
pitch may vary with the reproducing machinery. Music is an art of ab¬ 
stract messages—it can never be an exact communication or represen¬ 
tation. 


SUMMARY 


Let us make a very pragmatic summation. You, the possessor of this 
emotion-expressing musical instrument, have three special tasks when 
working with this extra-ordinary repertoire: 

1. You must command utter musical accuracy with a fair amount of 
ease, extending your technical skills into new territories far beyond 
singing, while being close to virtuosic at the traditional skills. 

2. You must know how to expunge passion from your all-too-hu- 
man instrument and you must understand when it is encumbent up¬ 
on you to do so. 

3. You must equip yourself with stylistic freedom and vocal flexibili¬ 
ty, so that musical results can be unpredictable when so requested. 

Nevertheless, the general capacities required of a singer of avant- 
garde music do not differ from those of the good recital singer: imagina¬ 
tion, vocal ability, research capacity, cultural background, personal con¬ 
trol, curiosity, and the ability to organize and control the raw 
materials.^® 

14. Igor Stravinsky, An Autobiography (New York: W. W. Norton, 1962), p. 75. Cathy 
Berberian reports that, from her personal knowledge, Stravinsky has suffered from that 
quote, having meant only to avoid the excessively “expressive" interpretations of the 
Romantic era still rampant during his formative period. Many of his opinions from that 
epoch changed radically later. With Stravinsky it was a question of the right dosage of 
"interpretation" (since none at all would be unthinkable and unbelievable). He wished 
to prevent the invention of things not in the score. 

15. We are indebted to Cathy Berberian for the above criteria. 
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GUIDELINES FOR PRACTICE 


1. Find a school of American painters whose style of painting would 
be historically and philosophically compatible with composers such as 
Copland, Thomson, Harris, Hanson, or Schuman. Construct a program 
of twentieth-century vocal music, suitable as a companion to an exhibit 
of the works of such painters. 

2. Search out twentieth-century compositions set to Gertrude Stein 
texts that could be made into a group. 

3. There are many composers of New Music who have set the texts 
of Brecht. Devise a program including some of these that could be used 
as a companion program to a dramatic work by Brecht. 

4. From the many composers through the centuries who have set 
Shakespeare's poetry, put together an entire program, using as many 
varied compositional styles as you can neatly juxtapose. 

5. Formulate a program, a large part of which has music for tenor 
and horn, utilizing the music from many eras, not omitting the twentieth 
century. 

6. Many women composers of the twentieth century and earlier 
have set texts by poetesses. Block out a program that takes advantage of 
this fact. 

7. Put together a program for a soprano voice, using the theme 
"Compositions with an Oriental Influence." Here are twelve composers 
from the nineteenth and twentieth centuries who have written such liter¬ 
ature (there are many more): 


Maurice Ravel 
Charles Griffes 
Albert Roussel 
Colin McPhee 
LaMonte Young 
Alan Hovhaness 


Harry Partch 
John Cage 
Francesco Santoliquido 
Karel Szymanowski 
Sir Arthur Bliss 
Richard Strauss 


8. Devise a program of vocal chamber music which is unified by a 
circumscribed group of instruments while it is varied by the unlimited 
choice of voice or voices. Find compositions which utilize various limited 
combinations from this stable instrumental pool with the addition of one 
or more voices. Try to draw your program from many musical styles in 
addition to contemporary music; e.g., limiting your instruments to 
strings, percussion, and one or two woodwinds would make possible a 
program which spans styles from early music through new music. 



Vocal Ensemble 
Music 

VOICE WITH INSTRUMENTS 


A Historical Canvas 

As an aid to repertoire selection, let us begin our 
discussion with a brief historical survey of available literature. Although 
it is probable that performances of vocal music with improvised accom¬ 
paniment originated in primitive and ancient times, actual evidence of 
any composed accompanying lines appeared in the thirteenth century 
with such early polyphonic forms as the motet. The motet form was 
based upon a pre-existing tenor line, frequently set down in long note 
values or with repeated rhythmic patterns. This cantus firmus could be 
texted, untexted, or partially texted, and was usually performed by an 
instrument. Above the tenor there were either one or two newly com¬ 
posed melodic lines, both texted, sometimes with the same words, some¬ 
times with different ones. Texts could be secular or sacred, in French or 
Latin; they ranged from extremely serious and pious to the most ribald 
and frivolous. When contemplating performance of these early works, it 
is helpful to remember that the lines above the cantus firmus are regarded 
as ornaments, not accompaniment. 

Various other forms of vocal music (isorhythmic motets, lais, bal¬ 
lades notees, rondeaux, chansons balladees, madrigals, caccias) were in¬ 
vented in the fourteenth and fifteenth centuries with the advent of Ars 
Nova. As forms expanded, there was more emphasis on repeat schemes 
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and secular texts. (Typical composers are Machaut, the fourteenth-cen¬ 
tury composer considered by authorities as the originator of the first 
artistically accompanied secular song, and such fifteenth century com¬ 
posers as Dunstable, Dufay, Ockeghem, Agricola, and Busnois.) Songs 
were now written with varying distributions of instruments and voices. 
The presence of the text usually indicated clearly which line was to be 
sung; in the remaining lines the instrumentation was up to the per¬ 
formers. 

Today we are led to a viable modern performance philosophy by the 
following practices of the period: (1) great flexibility of choice precluded 
any actually wrong way of assigning the instrumental and vocal forces; 
(2) lines were kept intertwined yet separate by means of varying timbres, 
instruments, and voices. For example, a three-part composition might 
have been performed in any of the following forms: 

a. instrumental tenor plus two voices 

b. instrumental tenor, plucked, plus one voice, plus one melody in¬ 
strument, bowed 

c. three varied voices 

d. three instruments, one bowed, the others plucked or blown 

Common instruments of the era were the vielle, lute, recorder, sacbut, 
rebec, crumhorn, bagpipe, naker. 

During the sixteenth century, Italians’ rejected the involved contra¬ 
puntal style of the Flemish and French foreign composers in favor of a 
simple four-part form, the frottola. (Bartolomeo Tromboncino, Marco 
Cara). In the frottola, also, any combination of forces was possible, from 
one voice and three instruments to four voices. The early Italian madri¬ 
gal, simple and chordal in nature, is usually associated with several 
voices a cappella, although Monteverdi wrote both solo and accompa¬ 
nied madrigals. 

Meanwhile England (Morley, Gibbons) took up the madrigal form, 
keeping it chordal and straightforward. In Italy (Gesualdo, Marenzio) a 
more involved chromatic and contrapuntal madrigal soon evolved. In 
due time the confusion caused by the excesses of contrapuntalism and 
chromaticism, sometimes involving six or seven parts, gave way to a 
new movement in vocal music that culminated in the aria proper. These 
composers, who sought to imitate the music of ancient Greece, were 
called the Camerata (Peri, Monteverdi, Caccini). The accompaniment to 
these vocal compositions was now more chordal and harmonic, and con¬ 
siderably simplified. In the late Renaissance (Dowland, Byrd, Milan, 
Narvaes) the popularity of the lute, guitar, and harpsichord decidedly 
advanced the quality of single instrument accompaniment. 

The Baroque period, employing thoroughbass with concerted instru¬ 
ments, provides a very large repertoire for vocal chamber music. The 
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solo vocal cantata in the Baroque was written to secular or sacred texts 
with continuo and obbligato instruments. The obbligato parts frequently- 
assumed equal importance with the vocal parts. There is a wealth of 
material here (Bach, Buxtehude, Telemann, Schiitz; Purcell and Handel; 
Marc-Antoine Charpentier, Campra, Clerambault, Rameau, Couperin; 
Scarlatti, Vivaldi, Cesti, Legrenzi, Tenaglia, Carissimi) for the singers 
who wish to use instruments in their programs. 

A comparatively small amount of vocal chamber music was written 
during the eighteenth and nineteenth centuries. It was during this period 
that the solo cantata form gave way , due to the development of the or¬ 
chestra, to the concert aria or scena. Composers like Arne, J.C.F. Bach, 
Bias de Laserna, Traetta, Mozart, Haydn, and Beethoven tried their 
hands at various combinations of voices and instruments, even making 
arrangements of folk songs. Art songs for voice and piano flowered, but 
relatively few composers wrote art songs with a solo instrumental obbli¬ 
gato. From the standpoint of quality, the range of these songs extends 
from Schubert's great "Der Hirt auf dem Felsen" to the (possibly less 
great) romances dialoguees during the early 1800s in France. 

Twentieth-century composers, on the other hand, have produced 
considerable vocal chamber music, the significant features of which are a 
general equivalence of all parts, the employment of a wide variety of 
ranges and timbres, and the use of voice with instruments. Experiments 
with the New Music provide performers with a challenging and musical¬ 
ly invaluable medium. (See Chapter 11.) Such experiments include: using 
the voice as other than the dominant part, Sprechstimme, nonverbal use 
of phonemes, percussive speech sounds, and voice with electronic tape. 


Program Advantages 


What are the advantages to the singer of including vocal chamber 
music in his recitals? Beginning a recital with, let us say, a Baroque solo 
cantata for voice and one or two instruments allows the singer to share 
the performing responsibility for a time. Including instruments in the 
program assures variety in more than one way: visually, in the literature, 
and in the very sound itself. Preparing music with an instrumental en¬ 
semble improves and strengthens the singer's musicality. From the point 
of view of audience appeal, chamber music is presently in its ascendancy, 
and the age of ensemble music, be it early music or contemporary, is 
upon us. Rational attention to the facts of the market place suggests that 
it is expedient for most career-minded vocal students to learn the art of 
ensemble performance. Most important of all, it is wonderful musical 
fun! 
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There now appears to be a great deal of interest and activity in the 
performance of Baroque music. However, in spite of a burgeoning in¬ 
terest in Renaissance and Medieval music in universities, colleges, and 
metropolitan centers, singers elsewhere miss a golden opportunity by not 
taking the initiative in pre-Baroque programming. This period represents 
an untapped song recital resource not only in the volume of materials 
available, but also in its easy adaptability to more attractive program¬ 
ming. Since choices of pre-Baroque instruments are extremely flexible, 
the very search for a decision compels the singer to experiment, to be in¬ 
ventive, to use his ingenuity and musicianship. When old instruments are 
not available,^ he must experiment with modern instruments in an at¬ 
tempt to match colors or to find new textural combinations that reflect 
his musical responses to this repertoire. 

Young voices are particularly well-suited, vocally, to the music of 
this period. The ranges are narrow. Transpositions are possible. There is, 
of course, a strong temptation to use the vibrato-less tone approved of 
by many musicologists specializing in this period. On the other hand, 
given the Baroque period's instrumental ideals for sound, a change of 
vocal color is almost inevitable. Be sure to consult your voice teacher, 
who may object to a tone with less vibrato. The chest voice, required for 
Spanish and Basque repertoire, should also be subject to the approval of 
your voice teacher. In any case, vocal colors for this type of music are 
legion. 

A plethora of student instrumentalists interested in such repertoire is 
waiting to assist in programs using these materials. Of the surfeit of 
compositions from these periods, what survived is, at the very least, of 
great interest, and, at best, truly worthwhile musically. 

Craig Timberlake, the noted singer/educator, reminds us that en¬ 
semble music in general provides us with a real and pertinent value at the 
academic level, where students have occasion to perform along with 
other students. Activity in music-making among students most surely ac¬ 
celerates the learning process. Perhaps of even greater value to the stu¬ 
dent is the collaboration of student and teacher, or the fortuitous oppor¬ 
tunity to perform with a visiting artist on campus. Such matters as coor¬ 
dinating dynamics, matching vibrato and vowels, improving phrasing 
and style, are heightened through rewarding teamwork. Remember that, 
since Baroque practice dictates that middle A shall be tuned at 415 cycles 
per second rather than 440, the pitch of accompanied pieces will gener¬ 
ally be one-half step lower than modern concert pitch. One word of cau¬ 
tion: Robert Donington refers to singers being "sadly taxed by virtuoso 
Baroque parts."^ Make sure you are up to the challenge. 

1. Certain universities, such as Indiana University, have extensive collections of old 
instruments available to students. 

2. The Performer's Guide to Baroque Music (New York: C. Scribner's Sons, 1974). 
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Performance Problems of Early Music 


Let us now speak of the difficult task of formulating a credo for per¬ 
formers of early music, where the bulk of ensemble repertoire lies (with 
the possible exception of twentieth-century music). We must be greatly 
encouraged by the constantly growing understanding of the spirit of ear¬ 
ly music as well as the great body of factual information now available. 
Yet all this interest leads frequently to a belief—often puritanical in its 
zeal—that reticence and authenticity go hand in hand. One forgets the 
robustness of early music. In this repertoire there are less notations of ex¬ 
pression, but not less expression. Rather, flexibility is the challenge of 
early music interpretation. Of course, one must make suitable choices— 
imaginative, practical, and musicianly. 

It is hard for those of us who are not scholars, however anxious we 
are to contribute to and abide by musicological standards, not to be in¬ 
timidated by the musicologists. Yet, strictest standards cannot be applied 
either to ornamentation or realizations, because improvisation, as an art, 
cannot move with strictest correctness. No music, except possibly elec¬ 
tronic music, can be performed without cross-pollination between per¬ 
formers and composers. Baroque music above all relies on the perform¬ 
er s creativity, requiring a high degree of blending between the two. Be¬ 
cause the Baroque style allows the performer to be wholly responsible for 
the expression, we do expose our discernment, awareness of style, and 
stylistic leanings when we perform it. 

The most rational approach to many aspects of early music interpre¬ 
tation is to know the peripheries of the style and then do the obvious 
thing; this is most likely what performers did at the time. If a stylistically 
untutored singer attempts to perform this early repertoire he will inflict 
wrong interpretations upon it. A singer equipped with the training that 
will allow him to put knowledge out of his mind exactly as he has always 
done with the music known since childhood will produce the right ex¬ 
pression. 

A modern model for dealing with early music might be described as 
a combination of musicianship and musicology—not just the instinctive 
assurance of the professional musician, and not the objective learning of 
the professional scholar. This music demands substantial experience plus 
a working musicological background. Therefore, the young student will 
be obliged to rely upon the knowledge of his teachers. 

In the Baroque, there are no definitive interpretations, even from the 
same performers, only individual interpretations within the confines of 
style. Perhaps, when searching for the guiding philosophy, it is wise to 
ask how, approximately, this passage might have been interpreted on a 
typical occasion of the era by an adept performer from the period. Al- 
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ways remember C. P. E. Bach's dictum: "A musician cannot move others 
without himself being moved/' 

The repertoire list in the appendix (Voice with Instruments) makes 
no attempt to be a comprehensive list; it is intended simply to excite the 
singer's imagination to the wealth and breadth of materials available. In 
addition, we suggest one magnificent source for these materials: "Solo 
Vocal Chamber Music with Instrumental Accompaniment," by J.S. 
Haruda, published on demand in 1960 by University Microfilms (Ann 
Arbor, Michigan). This is a doctoral thesis from the State University of 
Iowa. Also, there is the invaluable cross-referenced catalogue of all the 
Bach cantatas. Handbook of Johann Sebastian Bach's Cantatas, by Wer¬ 
ner Neumann, published by Associated Music Publishers in 1947, re¬ 
cently reprinted by Breitkopf and Hartel, Leipzig. 


VOICE WITH OTHER VOICES 


Doubtless there will come a time in your singing career when the 
pleasures of collaboration with another singer will entice you. Our ad¬ 
vice is: succumb immediately! Using your voice with another voice or 
two is truly enjoyable; ensemble between voices, as compared to voice 
with instruments, presents new skills to be explored. 

Common decisions on matters of interpretation must be made; vari¬ 
ous aspects of vocal balance must be worked out; problems issuing from 
visual or plastic requirements of the new dual situation must be solved. 
On the other hand, the joys of collaboration are very real and the litera¬ 
ture is compelling and vast. A singer who tastes of this literature cannot 
help but experience a musical and artistic growth. Most especially a 
young singer will find duets and trios, not to mention larger ensembles, 
an admirable way of trying his wings before an audience with somewhat 
less personal responsibility. 

In the appendix we have given a list of suggested duets, trios, quar¬ 
tets, and some compositions for several voices which sing separately. In 
this compilation you will find primarily duetti da camera with some ad¬ 
ditions from more obscure operatic literature. The duets, trios, and quar¬ 
tets fall generally into three categories: (1) those in which the vocal parts 
voice one thought, either in harmony or with canonical devices as in "Ich 
wollt', mein Lieb'" by Mendelssohn; (2) those in which the characters are 
specifically named or designated by gender or are in some way identifi- 
ably different from each other, as in "Er und Sie" by Schumann or "Die 
Nonne und der Ritter" by Brahms; (3) those in which , though gender is 
not clarified and characters are not named, and though they do not voice 
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a common thought, it is somehow clear that there are two personalities 
open for your interpretation. An example would be Rossini's "Duetto di 
due gatti," which calls only for Cat number 1 and Cat number 2, clearly 
defined by the music to be two different personalities. The delineation of 
the characters is totally open to interpretation, limited only by the com¬ 
bination of artists who perform it—two men, two women, or one man 
and one woman. 

You will observe that the bulk of camera duets are drawn from the 
eighteenth-century composers and the Romantic German composers. For 
this reason, achieving program balance when attempting an entire recital 
of duets is somewhat of a feat. All of the musical and vocal advantages 
accruing to the singer of vocal chamber music with instrumental accom¬ 
paniment as described in the beginning of this chapter hold true for the 
performance of vocal ensemble works, with the added dimension of 
matching vibrato and tone to those of another vocal instrument. Further¬ 
more, the addition of a multi-voiced cycle would highlight a vocal en¬ 
semble program in that it possesses all the interesting attributes of a solo¬ 
voiced cycle. The following is a list of composers who have written more 
than a nominal amount of duet literature. If you are pressed for time, 
start with them. 

Heinrich Albert 
Johann Sebastian Bach 
Ludwig van Beethoven 
Luigi Carissimi 
Anton Dvorak 
Charles Gounod 
Zoltan Kodaly 
Felix Mendelssohn 
Giacomo Rossini 
Max Reger 
Heinrich Schiitz 

There are, of course, many cantatas of J. S. Bach within which are 
beautiful duets for various voices. Some of these are published separately 
and are listed in the appendix (Voice with Other Voices). Others can be 
found only in the cantata itself. Consult the aforementioned Handbook 
of Johann Sebastian Bach's Cantatas by Werner Neumann. 

A further suggestion: many, if not most, compositions intended for 
two-, three-, and four-part choruses can be sung as solo voice duets, 
trios, and quartets. We have included some examples in the appendix 
(Voice with Other Voices). By looking through the various octavo edi¬ 
tions, investigate for yourself this rich source of vocal ensembles. 


Johannes Brahms 
Johann Christian Bach 
Francois Couperin 
Peter Cornelius 
Marco da Gagliano 
George Friedrich Handel 
Claudio Monteverdi 
Henry Purcell 
Anton Rubenstein 
Robert Schumann 
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AN ATTEMPT AT DEFINITION 


The art song is one of the smallest musical forms. 
It averages five pages in print, three and one-half minutes in perform¬ 
ance. These two facts are the most practical reasons for the practice of 
grouping songs together. In a larger form they are ensured importance 
beyond their compass. 

In contemplating a chapter on song cycles we were struck by an un¬ 
foreseen need for clarification: when is a song cycle not a cycle? The 
search led us through no less than six dictionaries, several music history 
books, three magazine articles, and a doctoral dissertation, and yielded a 
bewildering oversupply of definitions that ranged from very strict to 
very free. The following even dozen song cycle definitions represent but 
a small portion of those culled from the above sources: 

1. A song cycle is a '"series of lyric poems, belonging together on 
account of their content and character" {Musikalisches Con- 
versations-Lexicon). 

2. A song cycle is a "thorough musical treatment" of a complete 
lyric cycle (lyric here means poetic), "combining into one song book" 
songs that pertain to one poetic subject or songs set to texts written 
by one poet {Die Liedercomponisten), 

3. A song cycle should, by recurrence or transformation of recog¬ 
nizable tonal patterns be "designed to form a musical entity" {Har¬ 
vard Dictionary of Music). 
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4. A song cycle is a series or string of art songs, preferably for solo 
voice and piano accompaniment, each song being a complete musi¬ 
cal unit and capable of being lifted out of its cyclical context (Luise 
Eitel Peake). 

5. A song cycle is a 'meaningful selection" of poems from a lyric 
cycle for composition as a song cycle {Das deutsche Lied zwischen 
Schubert und Schumann), 

6. A song cycle is the "critical chaining" of songs with otherwise 
unrelated texts {Das deutsche Lied zwischen Schubert und 
Schumann). 

7. "A song cycle is a circle or series of songs relating to the same 
subject and forming one piece of music. . . in which the motive of the 
first reappears in the last and closes the circle" {Grove's Dictionary of 
Music and Musicians). 

8. The number of songs in a song cycle can range anywhere from 
three to thirty or more provided they are "capable of being sung con¬ 
secutively" {Oxford Companion to Music). 

9. A song cycle "should have a common theme or story" {Cyclo¬ 
pedia of Music and Musicians). 

10. Song texts are "of related thought and character" in a song cycle 
{Harvard Dictionary of Music). 

11. "A song cycle is a group of poems by either a single poet or sev¬ 
eral poets that are set to music. The texts of the poems are usually 
closely related. The text generally has an overall theme (idea) in 
some cases fairly specific {Die schone Mullerin) and in others very 
general {Dichterliebe)" {Harper's Musical Dictionary). 

12. A song cycle is an art form in which songs are laid out to suggest 
infinite time or space, thus establishing an ideological center (Luise 
Eitel Peake), 

After many intriguing and informative hours of contemplating the 
issue, we came to the conclusion that a cycle is a cycle if the composer 
says it is! 


A HISTORICAL SURVEY 


If your mind now boggles at this confusing array of indefinite defini¬ 
tions, it is quite understandable. You might also wonder, as we did, why 
there has been so little research done on this major musical form, why 
most books treat it briefly if at all, and why most discussions treat indi- 
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vidual cycles, not the cycle form but only its style and structure. Luise 
Eitel Peake, whose two definitions appear above,^ has written a fine doc¬ 
toral dissertation on this subject (''A Preliminary Inquiry into the Begin¬ 
nings of the Romantic Song Cycle"). She, too, was confounded by the 
overlappings and contradictions found in the accepted song cycle defini¬ 
tions that had accumulated throughout the years. 

Her first step was to reject Beethoven's cycle An die feme Geliebte as 
the generally accepted "original" song cycle. She challenged the assump¬ 
tion that the genre of poetry to which Beethoven's songs were set sprang 
up abruptly out of nowhere, fashioned perfectly for the "new" song-cycle 
form. Believing that amateur poets like Jeittele and Muller (author of the 
poems Die schone Mullerin) could not suddenly have created a new style 
for vocal music, she explored ever earlier periods, looking for likely 
precursors. 

As you read the following descriptions of the song cycle ancestry de¬ 
rived by Ms. Peake from her research, you will understand why the 
boundary lines in most definitions are so blurred, even though the idea of 
unity—musical or literary—appears to be the one common desideratum 
among them all. 

1. Adam de la Halle's early work, Jeu de Robin et Marion (ca. 
1285), is described variously by Gilbert Reaney^ as a "pastoral com¬ 
edy" or "early comic opera" and by Luise Peake as a "trouvere song 
cycle." 

2. Sixteenth- and seventeenth-century England, Italy, and France 
produced lute song cycles, madrigal cycles, and wreaths and gar¬ 
lands of songs dedicated to ladies of quality. 

3. Instrumental dance music of the sixteenth century (a slow dance 
in duple time followed by a fast dance in triple time) was trans¬ 
formed into the vocal double song—a miniature cycle?—the second 
song a parody^ of the first. 

4. In the seventeenth century the double song is found in three vari¬ 
ations: (a) as a semi-dramatic dialogue, (b) as a pastoral scene, and 
(c) as an echo song, with two singers alternating solos until the final 

1. Definition 12 offered by Ms. Peake is the one she prefers. 

2. Dennis Stevens, History of Song (New York: W.W. Norton, 1962), p. 30. 

3. Our misleading modern concept of the parody (synonyms include: satire, ludicrous 
imitation, burlesque, caricature, farce) is remote from the original meaning—"the crea¬ 
tive process in which a melody gives rise to a lyric poem." Examples of familiar paro¬ 
dies are (1) "My Country Tis of Thee," "God Save the Queen," and the "Egmont" 
Overture, all written to the same tune; (2) Columbia University's official song written 
to go with the tune of a Protestant hymn; and (3) most of Goethe's lyric poems. A 
parody in the 1800s meant the shaping of the lyric poems to the musical forms of specif¬ 
ic tunes sought out by the poet. In Goethe's reference to his parodies as being written to 
"some of the most wretched German tunes" can be seen the genesis of our modern er¬ 
roneous image of a parody. 


262 


The Art of the Song Recital 


duet. Eventually it was expanded to include three or more songs, in¬ 
strumental ritornelli, and final choruses, thus resembling what we 
would now call a cantata. These forms enjoyed great popularity in 
the eighteenth century as well.^ 

5. Allegorical song series of the seventeenth century were intended 
to accompany ballet. This type of allegorical ballet was succeeded by 
the English masque of the eighteenth century. Late in the century, 
song cycles of allegorical-pastoral nature were often staged in 
England. 

6. The Italian solo cantata of the early seventeenth century re¬ 
sembles the extended double song in its setting of dramatic or pasto¬ 
ral narrative poems with arias and recitatives for one, two, or three 
voices. The difference lies mostly in the recitative. Frequent use of 
two contrasted arias also reminds us of the double song. Further¬ 
more, with all these forms there is a certain resemblance to the 
masque. 

7. Heinrich Albert, as a result of the influence of the Italian solo 
cantatas, wrote cyclical song forms about 1715. By 1750 the Italian 
form was very popular in Germany. German secular cantatas of the 
late seventeenth and early eighteenth centuries contained songs, not 
arias, and frequently no recitatives as well. There were also cycles of 
solo cantatas. 

8. In the late eighteenth century two forms appeared: the scena, 
containing arias and recitatives; the more song-like form, the Lied- 
cantata also came on the scene.^ 

9. Songs of eighteenth-century Germany were not written or pub¬ 
lished separately. They came before the public in collections, united 
by their title, by the dedication, or by the order of the songs. They 
were arranged in the sense of the narrative, or by their literary affin¬ 
ity, or alphabetically. At the end of the century these large collec¬ 
tions were sometimes grouped for use in church, school or home, or 
for specific social groups. 

10. The intelligent and artistic circles of eighteenth- and nineteenth- 
century Germany produced the Liederkreis game. 

Liederkreis referred originally to a group of people who met of an eve¬ 
ning to divert themselves with this game of poetry and song. In poetic 
form they constructed stories with familiar characters and objects. 
These poems were arranged in pairs on either side of a familiar center 
song intended to be guessed from clues offered by the pairs of poems. 

4. A more modern use of double song is Hugo Wolf's setting of Goethe's "Die Sprode/Die 
Bekehrte." 

5. An example is J.C.F. Bach's "Die Amerikanerin" (1776). 
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Appropriately costumed, the Liederkreis members posed picturesque 
groupings while singing the songs. These songs were eventually pub¬ 
lished in collections bearing the name Liederkreis in the title. 
Liederkranz referred to a Liederkreis in which flowers were highlighted. 
Liederzyclus referred to a circle of songs with neither flowers nor 
puzzles. 

Liederspiel indicated a party event with songs which might or might not 
be staged, with or without scenery and costumes. 

Professional musicians and poets began to appropriate the game for 
themselves; the result was more art form, less entertainment. 

11. At the same time, Zumsteeg, whom Schubert admired, wrote ex¬ 
tended narrative ballads. The transitional form between solo cantata 
and song cycle was called the Kantatenlied. 

12. Around 1800 Goethe and his fellow poets were writing a large 
number of patriotic and spiritual poems specifically intended to go 
with tunes, even as pop composers do now. Song is music that 
thrives on the repetitions which poetry avoids. For this reason, poets 
began to stretch out their material from one poem into many, so that 
they would be more adaptable to music. The material of one poem, 
parodied,^ sufficed for a whole series of songs. 

13. Composers began to arrange texts for musical results, not liter¬ 
ary continuity. In this manner Beethoven set six Gellert poems; C. P. 
E. Bach set fifty-four. 

14. Another type of collection or cycle was a set of occasional songs 
for dramas, epic poems, even novels, in which the order was not mu¬ 
sical, but literary. 

15. About 1815 a new, more adaptable song style developed for 
which made-to-order poetry acted as a libretto. Cycles began to be 
regarded as imaginary circles with theoretical centers. Not until 
1820, however, had so much happened in literature and music that a 
poet—Heine—could knowingly construct a song cycle libretto, 
Tragodie. It was based on a folk song that occupied the second posi¬ 
tion in a three-poem libretto, parodies on either side. In effect, the 
first was the build-up; the second the tragic poem; the third the rest¬ 
ful conclusion. 

16. The word Liederkreis appears thus on the title page of Beetho¬ 
ven's work in 1816: An die feme Geliebte, ein Liederkreis von Al. 
Jeitteles. Beethoven used Jeitteles's lyric cycle (a poetic form) as an 
opera composer uses a libretto. Both Beethoven and Schubert 
thought of Liederkreis as a literary form set to music. Even though 


6. See note 3, above. 
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An die feme Geliebte is now generally conceded to be the typical, if 
not the first, song cycle, at the time some maintained that it was not 
a cycle, but one long song (in spite of the fact that the motif of song 
number one reoccurs in the last song) for this reason: it changes tem¬ 
po and material but has no pause. So much do song-cycle related 
forms overlap that, upon analysis. An die feme Geliebte might also 
be characterized as a cantata with no recitatives. 

This raises the question of whether a cycle is one song separated into 
sections or separate songs with separate titles. (Notice that once more we 
feel the inadequacy of the compositional guidelines referred to earlier.) 
The large proportion of Romantic song cycles seem to be a compilation 
of songs rather than the sectioning of a larger vocal work into divisions. 
Another question arises: should the form be regarded as musical or liter¬ 
ary? If we measure our answer by the general convictions of most peo¬ 
ple, then we must conclude that music, not poetry, is the form. At its 
very simplest, although the lines of demarcation between related forms 
are patently extremely loose, a cycle consists of songs or song segments 
combined into one artistic whole, whatever techniques are used. 

If one concedes that Beethoven's cycle was the first to exemplify the 
ideal, then it is a fair premise in the continuing debate that the definition 
that is fleshed out by An die feme Geliebte came after the fact, not before 
it. The absence of a good definition led to a revolving circuit in which 
composers and editors tried to live up to whatever definition they felt 
was valid.’' 

The prototype described in the Grove's Dictionary definition is best 
illustrated by Schumann's Frauenliebe und -leben or Debussy's Fites 
Galantes. This type of cycle is the ideal served by Jules Massenet (the first 
French composer to write true song cycles) in Poemes du Souvenir, the 
model for his succeeding five cycles. 

Possibly, all the other definitions could be crystallized into inclusive 
guidelines stipulating one or more of the following requirements: a com¬ 
mon theme, all poems by the same poet, each song with a life of its own 
as well as an integral life, a returning motive at the end of the cycle. The 
largest group of cycles falls within these boundaries. 

Poeme d'un four, a song cycle by Gabriel Faure, may be considered a 
representative example. It has a common theme among the songs, but 
lacks a musical return at the close. Other cycles with a strong literary co¬ 
hesion but lacking a plot, sometimes called "lyric" cycles are Das Marien- 
leben by Hindemith, Chansons de Bilitis by Debussy, Vier ernste 
Gesdnge by Brahms, Kindertotenlieder by Mahler, and Songs and 

7. Beethoven's opus 48, Seeks Lieder von Gellert, were arranged in "proper" order by 
someone else; his publisher, not Beethoven, bestowed the six titles on the song sections 
of An die feme Geliebte. Hindemith, worried about song 5 of Das Marienleben rewrote 
a second version so that it would have cyclic unity. 
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Dances of Death by Moussorgsky.® One interesting example of a cycle 
based upon a musical idea rather than a literary theme is Castelnuovo- 
Tedesco's 1830. It utilizes three Bach preludes from the Well-tempered 
Clavichord over which the voice part, using Alfred de Musset's poetry, is 
suspended. 

As for the general overall theme we may list, in addition to the Dich- 
terliebe by Schumann, Die Winterreise and Schwanengesang by Schu¬ 
bert,^ and Nuits d'Ete by Berlioz. In these examples a grouping of barely 
related songs are held together and merit the term cycle because the title 
assigned it suggests a most general theme idea. 

It becomes evident that the Romantic composers chose poems to 
make their own librettos.It is rare to find a complete lyric (literary) cy¬ 
cle set as a song cycle. Aaron Copland, in his preface to Twelve Poems of 
Emily Dickinson says: 


The poems centre about no single theme but they treat of subject matter 
particularly close to Miss Dickinson, nature, death, life, eternity. Only 
two of the songs are related thematically, the seventh and the twelfth. 
Nevertheless the composer hopes that, in seeking a musical counterpart 
for the unique personality of the poet, he has given the songs, taken to¬ 
gether, the aspect of a song cycle. 

One senses from these words Mr. Copland's struggle with the very heart 
of the matter. 

Before the Romantic song cycle came to its fruition, cycle composers 
needed a poem which equaled a musical form. The habit of using poetry 
written by wives, friends, and talented amateurs further limited the 
range of musical possibilities. Composers began to use major poets, and 
as serious poetry loosened its forms, so did the cycle begin to be more 
complex and to extend its formal boundaries. 

A vast spectrum of poetic subjects and musical styles and techniques 
marks the twentieth-century cycle. At the turn of the century a great in¬ 
terest in Oriental ideas was evinced; translations of Oriental poetry were 
used by composers in almost all the western countries. American com¬ 
posers especially wrote many cycles based on ethnic themes—however 
naively from our point of view—such as Indian, Black, and Creole. After 
World War II another wave of interest in Asian and Eastern arts marked 
a return to Haiku and the earlier poetic form. Tanka, as subjects for 
cycles using the newer compositional techniques. 

8. The subject of death was distasteful before 1800, but an obsession to the Romantic 
composer. 

9. Compiled and titled by the publisher, not Schubert. 

10. Schumann chose from forty-eight Heine poems for his Opus 24 and twenty-six poems 
from diverse poets for his Opus 25, Myrthen. 
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Composers began to use prose as well as poetry. Single extended lit¬ 
erary works were divided and given different musical treatments. Later 
on in the twentieth century, composers tended to use works by either 
very old or very modern writers. Cycles were written for voice, piano, 
and another instrument, for voice with one instrument, not the piano, 
and for more than one voice. Cycles that were intended to be acted out 
were actually accompanied by directions. All of these forms are still 
available and in use. 

Having described the evolution of the song cycle since very early 
times and having circumnavigated the confusing and shadowy area in¬ 
habited by the major characteristics of song cycles, we come full circle to 
the single mandatory precept—that unity is the central necessity for a cy¬ 
cle. It can be achieved by musical means, among which are cyclic key 
schemes, repetitive rhythmic devices, onomatopoetic ideas, or by a uni¬ 
fied literary theme. Therefore, when the composer does not state that his 
work is a cycle, but you suspect that it is, the best indications are: a ti¬ 
tle, the presence of a single poet's work, or a unity of thematic material 
expressed by many poets—and possibly all three. So, a cycle is a cycle if 
the composer says it is, and sometimes even when he doesn't! 


THE CYCLE IN PERFORMANCE 


In some respects the cycle is somewhat simpler to perform than a 
mixed group of songs. The musical style is that of a single composer, and 
the singer may linger in its atmosphere for a longer time. Throughout the 
cycle he remains one person, whether he be a specific person who devel¬ 
ops through life's different ages {Frauenliebe und -leben), a general type 
of person such as the poet in the Dichterliebe who expresses himself in 
various attitudes, or as narrator who relates a story {Fites Galantes). The 
who, where, when, and why of the protagonist is clearly understood by 
the audience at the outset of the cycle. In this way the one-voiced cycle is 
similar to the operatic role. Its interpretation offers more theatrical po¬ 
tential. Certainly the double song, •multi-voiced cycles, and Liederspiel 
present myriad dramatic opportunities. Then, too, it is to your advan¬ 
tage that the order of the songs within a cycle is preset and need not be 
arranged to achieve variety. 

However, these very same benefits to the singer do present problems 
in such matters as the investigation of psychological development of the 

11. Ned Rorem titles his War Scenes a "'Suite of Songs." 
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character and the sustaining of one idea over a long span of time. Also, it 
must be remembered that the momentary but welcome respite furnished 
the singer by applause is missing in cycle performance. 


PROGRAMMING 


The decision to program a cycle as opposed to a mixed group has 
one inherent benefit: variety is assured by the very existence of a cohe¬ 
sive and neatly bound group of songs based on one subject. There is no 
question but that the addition of a cycle also provides some measure of 
sophistication. 

Let us suggest to the singer who feels not quite up to the performance 
of a major cycle that he acquaint himself with the many shorter ones. We 
also suggest he use his own ingenuity in putting together what might be 
called a ''home-made" cycle—some five or six songs chosen from a major 
cycle that hold together well and offer some continuity of thought, such 
as selected songs from Schubert's Die Winterreise or Die schone 
Mullerin, and Das Marienleben of Hindemith. Another plan is to invent 
a theme of your own, then find songs of several different composers 
which fit effectively into that theme. 

As an example of the vast possibilities of the home-made cycle, the 
following long list is offered. From this list of songs and cycles (from 
which you can draw single songs) that have in common thoughts by and 
about children, you can put together your own cycle. This list might also 
prove fruitful to a singer seeking light, charming encores. 

''A Piper" (John Duke) 

"Just Spring" (John Duke) 

"If I Was Only You, My Dad" (Erno Balogh) 

"La Grenouille Americaine" (Eric Satie) 

"Jack-in-the-Box" (Daniel Wolf) 

"Miaou" (Heitor Villa Lobos) 

"Brigid's Song" (David Diamond) 

"Sonatina" (Celius Dougherty) 

"Och, Moder, ich will en Ding han" (Johannes Brahms) 

"When I Bring to You Colored Toys" (John Alden Carpenter) 

"The Sleep that Flits on Baby's Eyes" (John Alden Carpenter) 

"De Ronda" (Joaquin Rodrigo) 
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“The Greatest Man" (Charles Ivesj 
“Common Bill" (arr. Ernst Bacon) 

God Makes Ducks (Henry Mollicone) 

Trois Histoires pour Enfants (Igor Stravinsky) 

Berceuses du Chat (Igor Stravinsky) 

Chantes Fables (Soulima Stravinsky) 

Nursery (Modest Moussorgsky) 

Charm of Lullabies (Benjamin Britten) 

Cinq Chansons de Lise Hirtz (Georges Auric) 

Five Songs of Crazy Jane (Peter Aston) 

Tit for Tat (Benjamin Britten) 

Friday Afternoons (Benjamin Britten) 

Trois Enfantines (Arnold Bax) 

Four Child Songs (Roger Quilter) 

Three Children's Songs (Sergei Prokofiev) 

Ludions (Eric Satie) 

Trois Chansons de la Petite Sirene (Arthur Honegger) 

Three French Nursery Songs (Alan Rawsthorne) 

Children's Rhymes (Karol Szymanowski) 

Chansons Enfantines (Gabriel Grovlez) 

Animals and Insects (Louis Gruenberg) 

Ungereimtes (Boris Blacher) 

Improving Songs for Anxious Children (John Alden Carpenter) 
Four Animal Songs (Emanuel Chabrier) 

The Children (Theodore Chanler) 

Chinese Mother Goose Rhymes (Bainbridge Crist) 

Trois Chansons de la Jungle (Roger Delage) 

Ogden Nash's Musical Zoo (Vernon Duke) 

Childhood Fables for Grownups (2 vols.) (Irving Fine) 
Canciones Infantiles (Garcia Abril) 

Nonsense Songs by Edward Lear (Dudley Glass) 

Songs to Children's Poems (Ray Green) 

Seven Children's Songs (Edvard Grieg) 

Mother Goose Songs (Charles Haubiel) 

New Songs of Old Mother Goose (John Koch) 

Drei Fabeln (Vycpalek Kricka) 

Les Chansons de ma Mere d'Oie (Tristan Klingsor) 
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Vocal literature abounds with song cycles in all styles and in all lan¬ 
guages. Musicians tend to view the song cycle as possessing certain requi¬ 
site attributes—lengthiness, solemnity, and gravity. The repertoire list of 
song cycles found in the appendix attempts to reveal a perhaps hitherto 
unknown breadth of alternative features—brevity, lightheartedness, and 
wit. 


GUIDELINES FOR PRACTICE 


1. Using works by American composers, put together in a home¬ 
made cycle three or four contemporary songs which have a religious 
theme. 

2. Form your own Goethe cycle, using his poems set by many com¬ 
posers. 

3. With Ophelia as a subject, design a cycle from such composers as 
Berlioz and Strauss. 

4. Invent a theme of your own and construct a home-made cycle. 

5. Devise a home-made cycle called 'The Nightingale's Song" in 
which you use songs by Russian, German, French, and Spanish compos¬ 
ers, some songs accompanied by flute. 

6. Put together a cycle composed of "Mad Music" by Purcell. 




Folk Music and 
Popular Music 


In the opinion of this writer it seems most advisable to 
treat folk songs primarily as music and not as some 
quaint examples of folklore. In other words, unless the 
singer can wholeheartedly accept the text and the music 
of a folk song as such, and unless this text and its 
musical expression can produce within him an 
emotional reaction sufficiently strong to warrant 
a performance, it would be better not to try to perform 
such songs. 

Sergius Kagen^ 


THE INFLUENCE ON SERIOUS 
COMPOSITION 

Mr. Kagen correctly elevates the folk song to a 
somewhat higher level of regard than is often accorded it. Some of us 
tend to forget, even after studying our informative musicology texts, just 
how often and in what subtle ways folk music in general has influenced 
the greatest composers in many of their most sublime compositions. 

1. Music for the Voice (Bloomington: Indiana University Press, 1968), p. 636. 
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The wave of nationalism that followed German Romantic domina¬ 
tion over European music brought about an extensive use of folk melody- 
in composed works. (It is interesting to note that medieval and Renais¬ 
sance composers used folk melodies in their compositions.)^ The simple 
regularity and symmetry of folk music and dance forms show up in the 
structure of classic music, which abounds with such patterns. 

In National Music, by Ralph Vaughan Williams (London, 1934), the 
English composer expressed the belief that all truly great music is derived 
from the folk traditions of a composer's native soil. Manuel de Falla 
stated that folk music is the path to an international concert style. Igor 
Stravinsky borrrowed phrases liberally from folk music and transformed 
them with his own particular formula of writing. Indeed Stravinsky's 
music has been criticized as lacking in original melody because of his 
abundant use of folk tunes. To which he responded that "great com¬ 
posers do not imitate; they steal." 

Beginning with Claude Debussy, whose interest was sparked by the 
Javanese gamelan, composers of the recent past used non-Western folk 
styles in their compositions: Santoliquido (Persian and Arabian), 
Tcherepnin and Griffes (Chinese), Holst (Hindu), to mention but a few. 
In the last twenty years, non Wes tern music has commanded a growing 
interest among contemporary composers. 

Arnold Schoenberg, however, in his philosophical book Style and 
Idea^, asserts that folk music is not adaptable to larger works of music. 
The requirements of larger forms and the simple construction of folk 
tunes, he says, can never be blended into one work. He reminds us that 
Johannes Brahms used actual folk melodies only in his small pieces and 
that the folk tunes themselves are not to be found in the German com¬ 
poser's larger works—only the "flavor and perfume" of folk music is 
there. Even so, the influence is present, though subtle. 

Schoenberg's exact argument is that folk melodies cannot be ex¬ 
panded into a full musical development. In this sense, he may be right. 
On the other hand, a folk tune can be, and indeed has been, used effec¬ 
tively in large works while at the same time retaining its essential 
simplicity with little or no development. The issue is debatable. Be this as 
it may, folk music exults in the smaller form of song whence it grew, and 
it is within this realm that we are concerned with it. 

The discovery and systematic rescue of folk music is of comparative¬ 
ly recent date, but its influence has already made itself felt to some pur¬ 
pose. In the future such influence may even be extended. Furthermore, 
our present trend toward folk music in the popular field is to many 

2. For example, Palestrina used the folk tune "L'Homme Arme" in one of his Masses. 

3. Style and Idea (New York: Philosophical Library, 1950). 
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people a source of hope after what they regard as the excesses of the rock 
era. 


PROGRAMMING 


Folk music may be classified in five categories: 

1. the true folk song (or what is generally regarded as the true folk 
song) with a harmonized accompaniment as near to the original as 
possible 

2. the unaccompanied folk song 

3. a concert arrangement with more pianistic elaboration by either a 
major or an unrecognized composer 

4. a folk melody with new words added, or folk verses with newly 
composed music 

5. an art song in folk style 

The true folk song described in category 1 is seldom chosen for inclu¬ 
sion in recitals. The reasons are apparent. Yet many very beautiful folk 
melodies are left lying on library shelves waiting to be sung. Here is an 
excellent opportunity for an enterprising singer/accompanist team to 
create its own arrangements and elaborations, thereby involving and ex¬ 
tending their artistic imaginations. They will subsequently be rewarded 
with a satisfying credit on their program pointing out that the realiza¬ 
tions are original. 

With the labyrinthine evolution of folk melodies in any land, an 
original poem may have been set to more than one melody, just as any 
popular tune may easily have been used for more than one poem. In 
most music libraries one can discover collections providing thorough 
discussions or excellent footnotes that clarify the origin and the history 
of any song in question. 

As to performance of true folk songs described under category 1 
above, Sergius Kagen, bearing in mind that natural folk music is in a 
sense faultless since it originally springs from an instantaneous flash of 
inspiration, suggests: 

1. utmost simplicity 

2. understatement rather than so-called dramatic projection 

3. clear, unaffected diction, not marred by any attempt to imitate a 
dialect 

4. clear delivery of the melodic line 
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5. caution regarding the trap of imitating the mannerisms of an un¬ 
trained singer 

Most folk songs are simple and balanced in structure with strong 
melodic curving phrases. While studying the song for breathing places, 
care should be taken to prevent the breaking of phrases whenever possi¬ 
ble so that the continuity and flow of both the text and the music may re¬ 
main intact. 

Songs in strophic form offer fine opportunities for the inventive ac¬ 
companist described earlier. Unless, of course, the song has already been 
arranged, the accompanist may feel free to elaborate and invent ideas 
which highlight the verses' content; e.g., in the case of Spanish music, he 
might well invent more florid accompaniments in the style of Spain's na¬ 
tional instrument, the guitar. Discretion and taste are mandatory. The 
only form of accompaniment that strikes a discordant note is one in 
which a harmonic scheme entirely at variance with the spirit of the words 
and melody is used. 

Unaccompanied folk singing (category 2) is in all likelihood the most 
improvisatory form of performance imaginable. It is an unlearned and 
singular talent possessed by few, and it is wholly instinctive. Here the 
singer breaks all the rules of music while maintaining a rhythm and con¬ 
viction totally his own. A singer possessing this talent will never fail to 
captivate his audience. Lacking the talent, he will most assuredly bore 
them to distraction. Be cautioned not to plan more than one such song 
per program! 

Examples of concert arrangements described as category 3 are found 
frequently on recital programs. To name some of the finest: Benjamin 
Britten's six volumes of English folk songs, Aaron Copland's two sets of 
old American folk songs, Marie-Joseph Cantaloube's Chants d'Auvergne 
(four volumes), and Bela Bartok's superb Village Scenes, the Hungarian 
composer's unparalleled accomplishment for the voice. 

Bartok's self-confessed aim was to place traditional folk songs within 
the complex yet apt twentieth-century environment, not distorting but 
enhancing their individual character. Of such compositions Bartok has 
written: 


Many people think it is a comparatively easy task to write a composi¬ 
tion round folk tunes. A lesser achievement at least than a composition 
on ''original" themes. 

This way of thinking is completely erroneous. To handle folk 
melodies is one of the most difficult tasks; equally difficult if not more 
so than to write a major original composition. If we keep in mind that 
borrowing a melody means being bound by its individual peculiarity 
we shall understand one part of the difficulty. Another is created by the 
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special character of a folk melody. We must penetrate into it, feel it, 
and bring it out in sharp contours by the appropriate setting. The com¬ 
position round a folk melody must be done in a "propitious hour" 
or—as is generally said—it must be a work of inspiration just as much 
as any other composition. 


We offer a listing of composers who have arranged folk melodies in 
concert form: 


Ernst Bacon 
Bela Bartok 
Arnold Bax 

Ludwig van Beethoven 
Luciano Berio 
Paul Bowles 
Johannes Brahms 
Max Bruch 
Harry Burleigh 
William Byrd 
Samuel Coleridge Taylor 
Manuel de Falla 
Celius Dougherty 
John Edmunds 
George Gershwin 
Louis Moreau Gottschalk 
Percy Grainger 


Louis Gruenberg 
Joseph Haydn 
Gustave Holst 
Johann Nepomuk Hummel 
Charles Ives 
Zoltan Kodaly 
Felix Mendelssohn 
Joachim Nin 
Ignaz Pleyel 
Henry Purcell 
Ottorino Respighi 
Elie Siegmeister 
Igor Stravinsky 
Jan Pieterszoon Sweelinck 
Virgil Thomson 
Ralph Vaughan Williams 
Carl Maria von Weber 


Upon analysis of the five groups of folk song permutations described 
above, it becomes apparent that songs corresponding to category 4 are 
hybrid forms, and that any examples from category 5 are folk songs only 
in mood or atmosphere. 

The hybrids mentioned in category 4 are of two kinds. Examples of 
folk melody with new words can be found in many of the Herbert 
Hughes's Irish song arrangements. Poets of the Romantic era such as 
Robert Burns, Thomas Moore, and Sir Walter Scott wrote beautiful 
verses to enhance popular tunes of the day. Poetry, possibly less than 
great, fitted to pure folk music and urban street music can be found in the 
early forms of Spanish lyric theater, in particular the tonadilla escenica. 
The tonadilla was a form of popular theatrical entertainment that com¬ 
bined singing, dancing, and acting, usually lasting fifteen or twenty 
minutes, and performed between acts of a play. The subjects were usual¬ 
ly local, current, and often bawdy, bringing onto the stage such person- 

4. From an essay by Bartok ("On the Significance of Folk Music") written in 1931 published 
in Bela Bartok Essays, ed. Benjamin Suchoff (New York: St, Martin's Press, 1976), p. 
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ages as gypsies, army officers, ladies of ill-repute, etc. The life span of a 
typical tonadilla was about two weeks to a month. The tonadilla es- 
cenica affords the very best example of a successful fusion of (1) pure folk 
music of rural origin, (2) essentially popular urban street music, and (3) 
conventional instrumental and vocal technique. 

Two superb examples of new music added to folk verse are Hugo 
Wolfs songs from the Italian and Spanish collections and Gustav 
Mahler's songs from Des Knaben Wunderhorn. Wolfs settings of the en¬ 
chanting rispetti and velutti by Italian poets (mostly anonymous) have 
been translated by Paul Heyse into German. They have considerably 
more of an art song than a folk song quality. Achim von Arnim and Cle¬ 
mens Brentano in 1805 published Des Knaben Wunderhorn, the most im¬ 
portant collection of German folk verse. Mahlers songs set to these 
verses have more folk quality than do Wolfs. 

With the exception of the guitar, availability of most national instru¬ 
ments—the balalaika, the lute, the mandolin, the bagpipes, the Scandi¬ 
navian cantele (an ancient zither)~or, for that matter, their respective 
players, is scant. Were they plentiful, their participation in a recital pro¬ 
gram would add great interest and variety. There is, however, no reason 
why standard instruments such as the flute, clarinet, viola, or cello can¬ 
not be utilized as accompanying instruments with or without the piano. 
Here too is another opportunity for the adventuresome accompanist. 

In a strange and beautiful way, well-sung folk music touches the 
hearts and minds of most audiences. Having heard the heart-warming 
songs of Spain sung by Victoria de los Angeles, the exquisite Welsh mel¬ 
odies sung by Thomas L. Thomas, the moving spirituals of Marian An¬ 
derson, and the very beautiful Deutsche Volkslieder of Brahms sung by 
Elisabeth Schwarzkopf and Dietrich Fischer-Dieskau, no one is likely to 
forget them. 

Because of the more limited vocal range and overall simplicity of 
folk songs, the wise vocal teacher might advise them for young singers 
preparing their first recitals. Then, too, if a young singer's ethnic back¬ 
ground gifts him with a good command of a foreign language and/or an 
allied stylistic intuition, it certainly behooves him to take advantage of 
folk song repertoire.^ 

The audience and its attitudes must ever exert a strong influence 
upon our programming and performing decisions. The essential quality 
of folk music is, of course, nationalistic while that of the art song is uni¬ 
versal. It is for this reason that those singers of a particular ethnic 
background appear to be, in the minds of the general audience, best 
suited to the performance of that particular repertoire. As our planet 

5. Whatever your ethnic background, it is advisable to consult source books which offer 
detailed information about folklore and legend relating to your song(s). See p. 280 for a 
list of suitable titles. 
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daily becomes more and more ''one world" the time may come when folk 
songs can be sung by all people equally effectively. As of now, the Ger¬ 
man sings best of his background, the Frenchman and the Russian of 
theirs, the Black man of his, and the Oriental of his. 


THE TWENTIETH CENTURY 


In twentieth-century America, popular music took the place of folk 
music. 


It would seem permissible to place all popular songs in the general cate¬ 
gory of folk music, for that is where they clearly belong. They have the 
same habit of being passed on by word of mouth, the same dependence 
upon simplicity of melody, the same leaning toward monotony of 
rhythm, the same balance of responsibility between text and time.^* 

Just as folk music has in the past made its impression strongly felt upon 
such serious music, popular music has followed suit. Jazz (ca. 1925), 
along with its predecessors, ragtime (ca. 1890) and the blues (ca. 1900), 
have influenced much serious music since their respective births in Amer¬ 
ica. Charles Ives incorporated many popular music elements into his 
compositions. Ravel's Violin Sonata has a blues movement, and in his Pi¬ 
ano Concerto for Left Hand jazz timbres, phrases, and rhythms abound. 
There is a fine example of jazz writing in Ned Rorem's "Psalm 148" from 
his Cycle of Holy Songs. Poulenc and members of Les Six worked on the 
fusion of popular and classical elements during the 1920s in Paris, using 
music hall melodies, circus tunes, jazz in a mix with a chic Stravinsky- 
derived overlay. Both ragtime and jazz play a part in Darius Milhaud's 
Chansons de Negresse as in his "Cocktail aux Clarinettes." Gunther 
Schuller, influenced by the music of Duke Ellington, experimented with 
classical and jazz styles to produce what he labeled "third-stream" music. 
With the gradual assimilation of jazz into serious music, performers as 
well as composers no longer had to choose one style to the total exclusion 
of the other. Proponents of music's technological future insist that pop 
and rock will one day be consolidated with the techniques of "classical" 
music in a manner agreeable to both sides.^ 


6. Sigmund Spaeth, A History of Popular Music in America (New York: Random House, 
1948), p. 11. 

7. Jean Pierre Rampal the flutist, who began his career in serious music, has recently added 
jazz to his immense discography. The condescending attitude of serious musicians 
toward Benny Goodman, who was among the first to straddle jazz and serious music, no 



278 


The Art of the Song Recital 


Among Blacks in America, jazz and religion represented an escape 
from oppression and anguish. Even outside of America spiritual autono¬ 
my and the privilege of free speech is identified with Black people striv¬ 
ing for equality. Although jazz itself has now become traditional and 
conventional, its quality of improvisation has worked tremendous influ¬ 
ence on twentieth-century music, perhaps not with the atonalists but cer¬ 
tainly with all other kinds of new music, particularly aleatory composi¬ 
tions. 

Lest we snobbishly discount popular music, with its simple, some¬ 
times childlike, appeal, let us remember that Mozart wrote minuets, 
which were the light dance music of his day. Brahms made extensive use 
of the clodhopper rhythms and bucolic tunes of the handler dance form. 
Debussy wrote a cake walk {Children's Comer) and Hindemith wrote 
ragtime piano pieces {Dance Suite). Nonsense refrains, the ''dooby- 
dooby-dos" of the 1950s, for instance, and the 'yeah, yeahs'' of the 1960s 
and 1970s, are not attributable to popular music alone. Elizabethan mad¬ 
rigals abound in "Hey, nonny, nonny!" Surely there is both worthy and 
inferior popular music as there is worthy and inferior serious music. 

Each spring, heralding the arrival of "pop" and "prom" concerts, 
there comes a spate of articles debating the relative merits of "light" and 
"serious" music. Long a champion of third-stream music, Gunther 
Schuller on May 14, 1978, discussed at length in the Sunday New York 
Times the aspects of what he calls "establishment stigmatization." The 
elite group of major artistic institutions have decreed the boundaries 
which rigidly separate serious, light, and pop categories of music, he 
says. This effectively produces a group of regular concertgoers who must 
turn away from lighter fare, denying themselves the enjoyment of a 
broader spectrum of musical styles, and another group who attend only 
"prom" concerts (although, Mr. Schuller says, they would go to "ser¬ 
ious" concerts if a more varied fare were presented). Mr. Schuller be¬ 
lieves that light and serious music do not differ in quality, but in com¬ 
plexity of development. In his notes for the 1978 New York Philharmonic 
Prom Concerts Mr. Schuller states: "It can be shown that the popular can 
be serious, that the serious can be popular, and that both terms are irrele¬ 
vant in the face of real quality and musical genius. I know of no category 
or style of music which doesn't have generous examples of superb quality 
and—not surprisingly—many examples of average or exceedingly im¬ 
poverished work. Thus, in all forms of music one can find the good coex¬ 
isting with the bad." 

Popular composers like Irving Berlin, Cole Porter, George Gersh¬ 
win, Jerome Kem, and Richard Rogers used jazz and the popular idiom 

longer greets performers like Jean Pierre Rampal when he does the same. The lines of de¬ 
marcation have now dissolved, particularly because of the influence of contemporary 
music. 
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to bestow upon us the only true American theatrical genre, musical com¬ 
edy, replacing the once popular Viennese operetta style of Victor 
Herbert, Sigmund Romberg, and Rudolf Friml/ 

By definition, popular music is music that is heard often. Television, 
juke boxes, movies, and restaurant background music (also banks, bus 
stations, and other public gathering places) all provide us with a constant 
stream of it—a fact in itself not a deterrent to its inclusion in a recital. 
However, any popular songs we hear today are strongly associated with 
the personality of a particular popular singer, who seeks to create a style 
of performance that is unique unto himself rather than a reflection of the 
composer's intent. For the pop singer today, the right arrangement, more 
than the song itself, helps to insure success for him. His vocal style is 
blueprinted on the song he sings. This blueprint usually involves the use 
of a vocal technique very different from the technique of a legitimate 
singer. 

Some pop singers adopt a rough and asthmatic sound to indicate 
passion or lust. Country western seems to demand an authentic regional 
accent that is placed in or near the nose. The heavy amplified sound of 
hard rock describes the anger of social revolution and personal torment 
through the hoarse cries of the singer. How the future may alter the pre¬ 
sent vocal status quo in popular music will be an interesting speculation. 

''Popular style," in fact, is a combination of the performer s personal 
idiosyncracies, the public s expectations, and the total style's general 
rules of timbre, ornamentation, dynamics, vibrato, tempo, pronuncia¬ 
tion and other elements."^ 

For the recital singer to attempt to compete with an established 
stylized version of a song, so quickly taken to the heart of the American 
popular song lover, is to court disaster. There is, however, one part of 
popular music that might fit into the formal recital—the song that, by 
reason of its mood or musical construction, is enhanced by the legitimate 
voice. Such songs as "Lonely Town" from Weill's Street Scene, "Rosa¬ 
bella" from Most Happy Fella, "My Lord and Master" from The King 
and I, or "Soliloquy" from Carousel are deserving of our respect. 

With regard to the popular singer whose vocal standards admittedly 
are not ours, let us also admit that the dramatic and interpretive stand¬ 
ards of the very best ones should possibly be ours. Have you ever known 
a good popular singer not to completely involve himself in the song he is 
about to sing? "As she set herself before each piece. Miss DeGaetani 

8. Generally considered a master composer of total serialism, Milton Babbitt actually 
started his career working in Tin Pan Alley publishing firms and at that time gained his 
encyclopedic knowledge of Broadway musicals. 

9. John Vinton, ed,. Dictionary of Contemporary Music (New York: E. P. Dutton, 1974). 



280 


The Art of the Song Recital 


gathered the audience as well as drawing us already at least halfway into 
the expressive universe of that particular song before even a note had 
sounded," The New Yorker review of the brilliant mezzo-soprano Jan 
DeGaetani tells of an interpretive ability we take for granted in a popular 
singer, but too often find lacking in a legitimate singer. 

Today's best popular music, valid and unrivaled in its specialized 
performance, has its own recital outlet in the media of supper clubs, tele¬ 
vision, the movies, and personal appearances. The supper club artist to¬ 
day merits the full apparatus of critical review from both newspapers 
and television newscasts. Because of its kinship with folk music, popular 
music has earned the right to be accepted by a larger public. In what 
manner the musical elite may pass judgment upon it is another matter. 
Popular music—today's folk art—continues to wield its influence. Per¬ 
haps it is not too fanciful to imagine the recital of the future as a 
combination of the best qualities of the popular performer—his audience 
charisma and traditional ability to "sell the song"—and the legitimate re¬ 
citalist—his cultured musical and vocal style along with his vast and 
varied repertoire of the world's song literature. 


Suggested Readings in Folk Music and popular Music for the Recital 

Singer and Accompanist: 

Standard Dictionary of Folklore, Mythology, and Legend, Maria Leach, 
ed.; Funk and WagnalL 

A Treasury of Southern Folklore, B. A. Botkin, ed.; Crown Publishers, 
Inc. 

America in Legend, Richard M. Dorson; Pantheon Books. 

The Book*of Negro Folklore, Langston Hughes and Arna Bontemps; 
Dodd, Mead and Co. 

Folklore on the American Land, Duncan Emrich; Little, Brown and Co. 

Folksongs in Settings by Master Composers, Herbert Haufrecht; Funk 
and Wagnall. 

A History of Popular Music in America, Sigmund Spaeth; Random 
House. 



^ C The Future of the 
I w Song Recital 


When I started my first tours twenty years ago, the 
audiences were made up almost entirely of old people. 
Today, at least half of them are young. 

Dietrich Fischer-Dieskau^ 


THE NEED FOR CHANGE 


Dietrich Fischer-Dieskau's statement is heart¬ 
warming. It is good to learn that audiences for serious music in general 
are made up of a high proportion of young people. It does come to mind, 
however, that Fischer-Dieskau's audiences are not altogether typical. 
His fame and discography now precede him, whereas twenty years ago 
the people came to hear him at least partly because of their love for song 
literature. After Fischer-Dieskau—what? Will the recital form expire 
altogether when the German baritone and a handful of other fine Euro¬ 
pean singers are no longer with us? Will their places be taken by a new 
group of European stars, leaving the recital fundamentally as it is 
today—a highly sophisticated, specialized, and essentially private art 
form, dominated by an exaggerated reverence for the European artist? 
Need we regard the recital as this and only this? 

1. Quoted in Peter Heyworth, 'Too Much an Artist to Be a Star," New York Times, 
January 17, 1971. 
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As stated in the introduction, those of us who care must clarify the 
picture, see the problems involved, revise our thinking, and reevaluate 
some of our beliefs if we wish to stimulate a reanimation of the old form, 
or indeed fabricate a new form. 

His audiences understood very well what the seventeenth- or eigh¬ 
teenth-century composer was doing. The musical conventions within 
which he composed were strict, and his audience knew exactly what to 
anticipate. The nineteenth-century audience expected (until around the 
turn of the century) to encounter songs in a salon setting, and to find at a 
public concert operatic arias—perhaps a song or two, maybe a duet with 
an assisting artist, accompanied by an orchestra. By the early twentieth 
century, song recitals had gone public. Although it is doubtful whether 
they understood more than its snob appeal, even the large portion of the 
musical public (who now enjoy television most) attended solo recitals 
during the 1930s and the 1940s. After World War II drastic changes, 
stemming from the electronics revolution, were felt. Television, movies, 
and the long-playing record replaced serious live music as a cultural 
medium for entertainment. Older people still went to hear recitalists, but 
younger people (except for the very knowledgeable elite), conditioned by 
the informality and group forces of rock and twentieth-century avant- 
garde music, found one lone singer doing the same old repertoire in a 
very formal situation (let us be frank) boring and anachronistic. 

No matter what the makeup of the audience, we believe it is not too 
simplistic to say that their common desire is to be entertained. Opera is 
obvious entertainment. The symphony orchestra with its wondrous 
maze of tonal color and variety has within its makeup a natural enter¬ 
tainment value, whatever the discernment of the listener. The declining 
solo recital, which is a miniature medium, must triple its capacity to 
entertain. To quote Paul Sperry, the fine concert tenor, 'To me the per¬ 
former has a responsibility to the public as well as the music. For a per¬ 
former steadfastly to refuse to be entertaining is to deny half of his re¬ 
sponsibility.''^ 

It must be acknowledged that the use of such a criterion immediately 
raises the hackles of many serious musicians. Perhaps if we used the 
word "enjoyment," such feelings could be soothed. In any case, whatever 
the terms in which the idea is couched, the audience wishes to enjoy its 
sojourn in the hall—in diverse ways and at various musical levels to be 
sure. The enthusiast, whose musical background and appreciation is su¬ 
perior, will particularly enjoy new and unusual programming drawn 
from past or avant-garde sources. The connoisseur, who tends to go with 
prevailing tastes and fashions in music, will enjoy hearing the up-to-date, 
the newest, the freshly discovered, the resurrected-after-Iong-years-of- 

2. John Gruen, 'The Tenor from the Harvard Business School," New York Times, 
February 8,1976. 
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neglect, and the innovative currently being celebrated in the press. The 
majority will enjoy an evocative and moving experience (which demands 
superb interpretations) and titillating programming with much variety. 
When we have proven to the typical audience member that a recital can 
be an entertainment, he will soon be his own man, emancipated from en¬ 
joying only what he is told to enjoy, and most important, he will return 
again! This is what it means to '"build an audience." 

Bruce G. Lunkley, president of the National Association of Teachers 
of Singing from 1976 to 1978, has said: 

The programming of a solo recital for a general audience seems to have 
become a lost art. Too many programs are basically historical and lin¬ 
guistic with little thought given to an audience which is usually made 
up of aficionados, amateur singers, some musically competent and a 
few musically elite. The artist has to plan a program that can be co-ex- 
perienced with all of these people and that will give him or her an op¬ 
portunity to use the voice well with varied colors, dynamics, ranges, 
and in ways that will capture the imaginations and emotions of those 
who have come to hear. Surely that means more songs in English, more 
appealing and immediate songs, some humor, some drama, some tears, 
perhaps. It means repertoire that is diverse but comprehensible by both 
artist and audience. Each song is an event—a fragrance to be inhaled by 
the audience, savored, and remembered. 

Apropos the mass audience, Beverly Sills's much-quoted advice to 
" poison' the minds of the children at an early age" seems a good rallying 
cry for those who wish to reanimate the recital from the ground up, as it 
were. Paul Sperry also tells us to look to the very young when trying to 
reconstruct an audience for song literature. Make children aware of 
songs; let them sing and act songs in school. The child of the town baker 
who plays second flute in the local orchestra is easily led to an apprecia¬ 
tion of orchestral music as she comes regularly to hear Daddy (and the 
orchestra) play. Two examples of states in which no efforts are spared to 
rear their children in a musical environment are North Carolina and 
Connecticut. Some schools with good music instruction have even 
broadened their programs to teach electronic music on an elementary 
level, preparing students for a world we adults will never live to see. 

However, figures garnered by the ongoing project entitled "The Na¬ 
tional Assessment of Educational Progress" are very disturbing since the 
results indicate that much of the country's elementary school music is be¬ 
ing taught imperfectly, if at all. The number of nonresponses to the pro¬ 
ject's request for information seemed to indicate that there were many 
schools offering no musical instruction whatsoever. Of those who re¬ 
sponded, only 23% of upper grade schools (a smaller percentage for 
lower grades) had music taught by specialists; 38% said that music was 
taught by a combination of specialists and classroom teachers; 30% used 
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only the classroom teachers, who are often musically illiterate. In an arti¬ 
cle about the National Assessment published in the College Music Sym¬ 
posium (Fall, 1977) Alan Buechner agrees with Jacques Barzun: we can¬ 
not know who will decide to enrich his life with music or the other arts. 
This does not however excuse the school from providing a general educa¬ 
tion in the arts which would prepare the individual child to decide for 
himself. 

Although intellectual activity (of which the arts is one type) is and 
will remain elitist, Americans have long been prone to regard superior 
activity of the intellect with disfavor, since it must be earmarked as ''un¬ 
democratic." Thus the popular disparaging references to "elitist" musical 
organizations, "elitist" music, "elitist" programs. It is precisely this fear 
of elitism that condones the spending of government funds on projects 
such as street dancing or basket weaving. Meanwhile, amidst all this 
hubbub over philosophy of art, American children are herded once a 
year to a patronizingly designated "young people's" concert or are taken 
on an annual trip to a museum that houses an appropriately labeled 
"children's" exhibit. What America needs are long-range, attractive, and, 
most of all, consistent programs for the young if they are to grow up 
with a sympathy and feeling for the arts. To this end, money could effec¬ 
tively be spent on an extended program for children, subsidizing free (or 
very low-priced) tickets to appropriate song recital programs and other 
serious music. 

Music lovers tend to become wary of talk about infusing entertain¬ 
ment and innovation into the recital form. How shall we preserve our 
high performance standards? they ask. To which we respond with a 
question: Are we so sure that our standards are high? Perhaps they are 
more rigid than elevated. 

Before renovations of the recital form are discussed, it should not 
prove too controversial to say that higher standards in the present recital 
form would be in order. We refer not so much to vocal standards—al¬ 
though more versatility would be welcome—as musicianship, acting, 
and programming skills in reverse order of need. The musicianship of the 
American singer is improving constantly; we believe it has been propor¬ 
tionately higher than that of Europeans since the end of World War II. 
During the last decade, however, an ever larger audience has learned to 
appreciate the skills and standards demanded of solistic playing in 
chamber groups. The contemporary ballet also is no longer an art of so¬ 
loists but of individual dancers in well-directed cooperative groups. 
Twentieth-century American singers, too, must not limit themselves to 
perpetuating the past. They must not be afraid of what they may be los¬ 
ing, but equip themselves rather to be present within what is currently 
happening or about to happen in music. Limited musical skills limit the 
singer to a specialized repertoire of sorts. 
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As to standards of dramatic performance in recital, they are for the 
most part woefully inadequate. Especially is evocative interpretation 
called for from those singers who are not gifted by nature with a phe¬ 
nomenal vocal instrument. The absence of interpretive ability is con¬ 
sistently blamed on the lack of the gift of dramatic ''flair/' as if only God 
could dispense the capacity for communication. The first step in revital¬ 
izing the drama of the recital is to stop relying on flair and insist upon 
real acting training. The standards upheld by the art of the living actor 
have in no way been as avidly sought by the recital singer as those vocal 
and musical standards to which he is for the most part dedicated. 

Distilled from the many points discussed above are two incontrover¬ 
tible basics necessary to a fine recital: the ability to sing music beautifully 
and the ability to impart the meaning of words effectively. To quote Mr. 
Sperry: "I strongly feel that when properly done, a voice recital is an 
evening of storytelling in the hands of a good storyteller."^ 

Recital programming is by far the most eminent candidate for im¬ 
provement. A great deal can be done by original, skillful, inventive 
programming to erase the image of the recital as a snobbish occasion, 
frightfully stilted, with monotonous programming, sometimes even 
poorly interpreted. 

One of the most pernicious contributions to the earlier decline of the 
recital took place during the heyday of organized community concerts. 
Big concert bureau managers deliberately restricted programs of Amer¬ 
ican artists to the very lowest level of repertoire they could get away 
with, employing with a vengeance the "give 'em what they want" excuse. 
On the other hand, they sent out European artists. Some were fine recita¬ 
lists who, having the reputation and thus the clout to withstand the ex¬ 
treme pressures put on them by the managements, sang extremely spe¬ 
cialized, demanding programs that the knowing audience expected of 
them. The others were opera stars, by no means at home in the recital 
tradition, who therefore sang recitals composed of operatic arias inter¬ 
spersed with a few song groups, such as someone's four old favorites. 
Whenever managerial artistic philosophy was challenged, visions of a 
life of penury, caused by not giving them what they wanted, were per¬ 
sistently conjured up. 

The need for artists as well as anyone else to earn a living need not be 
gainsaid. Countless fine American recitalists certainly had to bow to the 
financial facts of life. Sometimes their careers were truncated. Sometimes 
they survived, if only by acquiescing ignominiously to the infamous 
"package" system. Local committees were told that their only chance of 
having the internationally renowned Madame W in their concert series 
was to purchase the less worthy American singers X, Y, and Z. With one 


3. Ibid. 
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stroke of this brush Americans were tarred by their own management as 
inferior artists who required such tactics in order to secure engagements. 
The great American inferiority complex that in those days held the mass 
audience in thrall to the 'superior" European artist was sustained, and 
the decisions about recital programs were kept firmly in management 
hands. 

The degree of commercialism to which these managers were abso¬ 
lutely dedicated prompts our statement that they bear a large part of the 
blame for the state of affairs during the 1950s and 1960s. A pertinent 
simile is to liken the situation to strip mining, which continually 
takes—as much as the traffic will bear—with no intention of returning 
anything to the land. These nonspecialized programs of American art¬ 
ists, even though smugly and determinedly "lowbrow," did not keep the 
audiences from being bored; they destroyed the young, new audience in 
embryo, so to speak; they perpetuated the great American myth that cul¬ 
ture must be dull and colorless; they grievously harmed even the Amer¬ 
ican recitalist and the recital itself. After the advent of television, patent¬ 
ly disastrous for their commercial position in cultural entertainment, 
they made little effort to restructure the image or content of their concert 
series, except under duress. 

To be more specific, most of the large management organizations 
who controlled the recital art in the past held their programming to a 
dogmatic formula: familiar classics, two groups in a foreign language 
(preferably not German) and an American group. This format included 
several famous operatic arias. As a result, programs similar to the fol¬ 
lowing one were sent out to the untutored public in the 1930s and 1940s. 


I. Starvicino Rosa 

Phillis hath such charming graces Old English 

Ah, forse e lui (La Traviata) Verdi 

II. Aria from D/nora Meyerbeer 

III. Im Waldeinsamkeit Brahms 

O, quand je dors Liszt 

Serenade Leoncavallo 

Pastorelledelle Alpi Rossini 

INTERMISSION 

IV. Piano group 

V. Mad Scene [Lucia di Lammermoor) Donizetti 

VI. Norwegian Echo (arr. Thrane) 

Dream Song Warford 

Midsummer Worth 

Sesaranrose Arditi 
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Cursory inspection of the above program testifies to very poor pro¬ 
gramming by any standards, and a noticeable attitude of condescension 
in 'playing down to the public." Programs changed very little until the 
late 1940s and early 1950s when singers began to tighten their programs 
somewhat into minimally better coherence and unity, relegating famous 
operatic arias to special sections of their own. 


1 . 

Ombra mai fu (Xerses) 

Handel 


Danza, danza, fanciulla 

Durante 


Vittoria, vittoria 

Carissimi 

11 . 

O cease thy singing, maiden fair 

Rachmaninov 


Miranda 

Hageman 


The rose enslaves the Nightingale 

Rimsky-Korsakov 


Serenade 

Carpenter 

111. 

Two arias: 



E lucevan \e steWe [Tosca] 

Puccini 


M'appari ^Martha) 

INTERMISSION 

Von Flotow 

IV. 

Piano group 


V. 

Aubade (Le Roi d'Ys) 

Lalo 


Sombrero 

Chaminade 


Le Miroir 

Ferrari 


Chanson Norvegienne 

Fourdrain 

VI. 

Ballynure Ballad 

(Irish trad.) 


Loch Lomond 

(Scottish trad.) 


O, what a beautiful city 

Spiritual 


Witness 

Spiritual 


In the 1960s, due to the insistence of individual singers who de¬ 
manded their artistic rights, a small change came about. Groups were 
unified better and were not totally composed of the most hackneyed 
songs. Complete Hugo Wolf groups were (however infrequently) becom¬ 
ing acceptable (!) as were some modern (if limited to neo-Romantic) 
songs. However, by the 1960s the recital business had started its decline. 
Infuriated and disillusioned audiences resented the condescending atti¬ 
tude; the general poverty of programming commanded neither respect 
nor interest from the better educated mass audience (thanks to the long- 
playing record in part). Innovations in the recital form and improve¬ 
ments in presentation techniques simply did not come in time. In its vul¬ 
nerable condition, the song recital was no match for television. 

Today, too late, we do find some excellent programs sent out by 
management, such as the following program of the brilliant recitalist 
Phyllis Curtin. 
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1. Twelve Poems of Emily Dickinson 

INTERMISSION 

Copland 

11. From Sneden's Landing Variations 

Courtship of the Mongly Bongly Bo 

Thomson 

111. Three poems of Paul Goodman 

Youth, day, old age and night 

See how they love me 

The Serpent 

Rorem 


Final data to be entered in the saga of "hig business" concerts: in the 
1970s it has become financially necessary for certain managements, for¬ 
merly devoted to serious music, to send out pop and rock artists. 


INNOVATIONS 


Recognition of today's scant interest in song recital does not mean 
surrender. We believe that in the long run, given better recital skills on 
the part of the singer (with a big emphasis on acting) and careful pro¬ 
gramming, interest can again be stimulated—and not only from sophisti¬ 
cated enthusiasts. Given the time, perhaps by some kind of sponsorship, 
we can continue to make some new converts; we can forge a new audi¬ 
ence who can be led to enjoy unfamiliar music, to appreciate the art of 
recital. 

Programming skills can be divided into two types: new ideas for 
whole programs and the detailed implementation of those ideas in song- 
to-song and group-to-group decisions.^ 

Using larger forces, e.g., vocal chamber ensemble compositions, for 
part of the program; adding another singer, or singers, for all or part; 
planning programs around a theme; making a big effort to program a lot 
of songs in the English language or translated into English; deliberately 
broadening the scope of the repertoire to include some less than "master¬ 
pieces" of song—all of these principles applied properly can arouse the 
interest of a mixed audience, providing of course that the singing, acting, 
and musical tools of the singer are up to snuff. 

Theme recitals are well-accepted and lend themselves easily to good 
publicity—in itself a major issue to.be coped with successfully. One type 
of theme can easily be found in the work of a poet set by many com¬ 
posers. A balance between unity and variety is inherent in such a plan. 

4. Eminent voice teacher Daniel Ferro reminds us that recital themes and innovations 
should be carefully geared to individual talents. 
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Grieg, Honegger, Satie (and many more, probably) set Hans Chris¬ 
tian Anderson's words. 

Charles Griffes and John AJden Carpenter both set Oscar Wilde. 
Bartok, Schubert, Castelnuovo-Tedesco, Wolf, Schumann, Dallap¬ 
iccola, and Rimsky-Korsakov all set Heinrich Heine. 

And so on. Most intriguing is the discovery of an unexpected name in 
such a list. Knowing that Rimsky-Korsakov and Dallapiccola set Heine 
poetry is, for instance, useful to the program or the group built around 
this idea. (See Chapter 11.) Who in addition to Barber, Krenek, Badings, 
and Martino set James Joyce? Who besides Chausson set Maeterlinck? 
Who in addition to Grieg set Ibsen? Worth examining in this light for 
workable possibilities are Robert Frost, Holderlin, and Malarme. 

Cathy Berberian, who consistently draws a large audience because 
of her programming and her artistry, has for years done a fin-de-siecle 
program in costume with a partial set. She reports that she has a recital 
called "Folklore and the Composer," with works in twenty languages by 
twenty-three composers, including Szymanowski, Beethoven, and Mil¬ 
haud. Two other ideas she has already implemented are her "Second¬ 
hand Songs" program, composed of songs that were not always in that 
form, and a recital of works by women composers, soon to be published. 
A program with more than one singer is well-suited to themes such as 
The Lied Tradition from Mozart to Weill; German Secular Music of the 
Late Renaissance (using Renaissance instruments); church seasons such 
as Advent to Epiphany, or Lent and Good Friday (also with instru¬ 
ments); The Sound of Pictures (bringing to life the "sound" of musical 
images in paintings, or working in subjects from paintings in local 
museums).® 

A fertile musical imagination can find many such ideas for theme re¬ 
citals, erudite or otherwise. If one toyed with philosphical and musical 
thoughts such as (1) who were the composers who followed where Stra¬ 
vinsky led; (2) what Stravinsky took from the techniques of other com¬ 
posers such as Rimsky-Korsakov and Schoenberg; (3) collaborations be¬ 
tween Stravinsky and other professionals such as Picasso; (4) what art¬ 
ists proceeded in the wake of Picasso; (5) the elements of folk music used 
by Stravinsky, and so on—who knows what theme for either a group or 
a recital might ensure. 

Eva Gautier is described, by those who were privileged to benefit 
from her wisdom, as possessor of the greatest collection of song liter¬ 
ature. She was able to put her hands on any choice within minutes. She is 
quoted by the fine American baritone Lawrence Chelsi as saying, "Be 
brave! Do not separate yourself from the mainstream of American mu- 

5. These interesting theme programs are offered by the New York Soloists Quartet under 
Corner Rees's management. 
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sic." Although she reached an advanced age in our lifetimes, having 
made her debut at Queen Victoria s funeral, she was not as old-fashioned 
as we. Taking her own advice, she included "Alexander's Ragtime Band" 
in her program at Yale. She bolstered her point by relating how Ravel, 
too, was so interested in the directions being taken by American music 
that he once asked her for an introduction to George Gershwin. 

Theodore Uppmann, who created the part of Billy Budd in Britten s 
opera of that name, regularly does a group called "Two Soliloquies"— 
from Billy Budd and from Carousel. Alan Titus performed his New York 
debut recital with an accent on jazz, including compositions by Milhaud, 
Weill, W.C. Handy, and Joplin. There is pop music and there is good 
popular music. Some of it deserves to be included in programs. At least it 
must not be excluded out of hand. Open your mind to the possibility, 
and then make the decision as to its musical worth. 

So few listeners have the background to understand what is done in 
a song recital that pressing for American and British music and/or Eng¬ 
lish translations of other song literature becomes a forceful method for 
reviving or creating an interest in song rectial. There are various valid 
points of view with regard to English translations. Consider them before 
determining whether to exercise your option. What follows are five prin¬ 
cipal arguments advanced by what shall be designated the Original-Lan¬ 
guage-Only proponents each followed immediately by a rebuttal typical 
of their opponents. 

1. Singers' words cannot be understood anyway, so why lose the beauty 
of the original setting? 

Not always true. But even if true, most people answer, "If I am not 
going to understand the words, then I would rather not understand 
them in my own language." 

2. The English language, being unmusical, is vastly inferior to other 
languages for singing. Its paucity of vowels, especially pure ones, and its 
overabundance of consonants render it unmelodious and difficult to 
sing. 

To demolish this argument one need look no further than the wealth 
of successful music originally written in English—Elizabethan songs, 
Handel's Messiah and other oratorios, Gilbert and Sullivan works, 
contemporary English and American compositions, Broadway mus¬ 
ical comedy. We have been overmodest in England and America 
about singing in our own language. Every other nation takes for 
granted that things will be sung in the language of their country. Any 
language can be eloquent and musical to those who understand it. 
Even the sibilants and gutturals in Greek and German do not repulse 
those who speak the language. 
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3. Because they sound clumsy, wooden, labored, or commonplace, 
many English translations destroy the mood created by the music. 

Yes, some are less than elegant or moving. But this does not mean 
that there should be no translations, only that there should be better 
ones. Some publishers are gradually replacing the old translations 
with new ones. Composers themselves certainly never—to our knowl¬ 
edge—opted for leaving their works in the original language, if, on 
the occasions of performance, there existed an opportunity for them 
to be translated into the language of the country.^ When the audi¬ 
ence knows the language or the song well, a translation is not neces¬ 
sary, but an unsophisticated audience must understand it or it loses 
interest.^ 

4. Most English translations are inadequate at the outset. To dovetail the 
prosody and phrasing of the composer's vocal line in a glove-like fit with 
a literal and correct translation is virtually impossible. 

It is difficult, but not impossible, to translate poems so well that the 
original meaning is disclosed without injury to the music. How lit¬ 
eral it can be is another question. Sometimes an idiomatic expression 
of the general meaning, while safeguarding the musical line as con¬ 
scientiously as possible, is more important. 

For example, one might choose in a recitative to modify the mu¬ 
sic (let us say, two sixteenths for one eighth) for the sake of the text, 
but in an aria or song the line and subtleties of the music are too im¬ 
portant to the composer to justify rhythmic or musical changes. In a 
good translation the close relationship between text and music can be 
preserved. 

5. The specific words and/or syllables that the composer had in mind 
when he wrote his music are destroyed by substituting English words. 

Sometimes this is true. When true, you must weigh the gains against 
the loss to the audience members who would not have understood 
the text in the original language. (Only when the audience can listen 
in the original language is there no loss.) The subtle association of 
the original word with the original music is less crucial than connec¬ 
tion between the text meaning and its music. Very often the musical 
happenings only make sense in the light of the inner life of the text. 
Therefore, enjoyment and understanding frequently hinge upon 

6. Menotti saw personally to the French translation of his works when they traveled to 
Paris. Schoenberg requested that Pierrot Lunaire be done in the language of the country 
even though he was, by his own admission, gratified at his ability to be inspired by just 
the first few lines of poetry. 

7. Mozart wrote in Italian when his work was intended for courts where foreign languages 
were de rigueur, but wrote in German when the composition was intended for the 
regular German-speaking public. 
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knowledge of the text. To an English-speaking audience more is 
gained than is lost by telling the tale in English. 

It quickly becomes apparent that the task of providing an expert 
translation—whether or not one accepts the premise of its advisabil¬ 
ity—is a formidable one. Richard Dyer-Bennet, who in 1974 made a 
complete English translation of Die schone Mullerin, gives his own 
guidelines: (1) if not singable above all else, then all other factors are 
meaningless; (2) it must sound as though the music had been fitted to 
it (that is, the new poetic images must be equivalent to the originals 
and the prosodical arrangment of stresses and accents must match 
the original music); (3) the rhyme-scheme of the original poetry must 
be kept because it gives shape to the phrases; and (4) liberties must be 
taken with the literal meaning when the first three requirements can¬ 
not otherwise be met. Mr. Dyer-Bennet counts as successful a trans¬ 
lation that is ''singable, reasonably accurate, and modestly poetic." 
One must agree. 

Most objections to singing in English come from those cultivated in¬ 
dividuals whose love for the original words will not countenance an in¬ 
ferior poetic substitution. Those who come to hear Schubert Lieder, for 
instance, come to hear them in German because they know the literature 
and the language. Because we, too, are members of a specialized audi¬ 
ence, we would prefer to hear Lieder in German. But as teachers and mu¬ 
sicians who wish the song recital to prosper, we hesitate to close the door 
on any potentially helpful possibility. Singing Schubert in English might 
reach those who would not otherwise come at all and might eventually 
wean them to original language listening. It is interesting to remember 
that England and America are the only countries to believe that songs 
must be done in the original language. 

When the broad subject of innovations is opened for discussion, the 
first suggestion is generally to transform, adapt, or alter in some way the 
song recital form itself. Many musicians have tampered with the form 
lately, and many are considering doing so. It is quite possible that this 
may prove necessary. 

Lukas Foss s original idea has been successfully adapted to a mara¬ 
thon program for more than one singer (One comes and goes as one 
wishes, pays only for the part one stays to hear). Changing the name 
from "song recital," which according to Cathy Berberian scares some 
people off, to "an evening of song" or "a Baroque matinee" or the like, 
has been suggested. Abandoning the fixed and unconditional principle 
that only one singer and one accompanist are permitted is promisingly 
healthy. The tactic of programming singer plus chamber group, singer 
plus another singer in duet or joint recitals is already so prevalent as to be 
almost taken for granted. 
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Many singers and educators are excited by the idea of vocal lecture- 
recitals. Noncommercial televison can play an important role. It is very 
interesting to hear artists speaking seriously about their performance and 
their program especially when musical authority is combined with an 
outgoing nature and a spirited wit. Cathy Berberian has an idea for a vo¬ 
cal lecture-recital on this subject: the historical use of the voice. The for¬ 
mat of lecture-recital would lend itself very well to theme ideas. 

Including dance or poetry on a recital—Renaissance vocal music 
side-by-side with Renaissance dance, or poetry readings together with 
poetry set to music and sung—are extremely attractive programming 
ideas. A program was presented in New York by poets reading potential 
song texts and libretti from their works (with a special invitation to com¬ 
posers), followed by a short program of chamber music. 

Companion programs open up many possibilities. Envisage the poet¬ 
ry of Garcia Lorca set to music and performed in a recital the day before 
the opening of a play by Garcia Lorca in the same locale, or music of 
oriental inspiration sung and played in a recital during a two-week exhi¬ 
bition of oriental brocades at the local museum. Most of us are quite 
aware of Charles Ives's predilection for overlaying familiar tunes, in 
fragments and in to to, on his original themes. Why not put together 
companion programs linking his music with art—one lecture-recital dis¬ 
cussing and demonstrating how in Ives's songs these tunes emerge from 
the surrounding motives, varied continually by melodic and harmonic 
means; one art lecture-cum-slides pointing out similarities between these 
Ivesian techniques and those used by the artists who managed to pro¬ 
duce, in their many paintings of one particular scene, qualities of individ¬ 
uality with each repetition (Cezanne being one such painter). 

Here is a less conventional example. After surveying the following 
list of related artistic activities one could find many ideas for a special 
"Blank Art" weekend festival of companion programs (using whatever 
forces are locally available) into which your program could fit. 

The Ramones rock ensemble plays rock with no more than two or 
three chords, consisting of the same short phrase repeated over and 
over at a constant dynamic level. 

Michael Snow makes experimental films in which a single image is 
seen on the screen for ten or twenty minutes. 

Robert Wilson directs tableaux vivants that are totally without 
movement. 

LaMonte Young composes music such as one piece in which a 60- 
cycle hum is supposed to be prolonged eternally. 

Trish Brown choreographs "accumulation dances" that consist of 
short gestures endlessly strung together in a chain. 
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Minimalists like Barnett Newman, Jules Olitski, and Kenneth 
Noland, are producing art that others call non-art. 

K.C. and the Sunshine Band's recordings are made of repetitive 
background punctuated by repeated catch-phrases. 

Richard Hell has written a rock anthem called 'The Blank Genera¬ 
tion." 

Intra-art programs can be put together from such sources. 

Vocal composers can also help bring about a brighter future for the 
song recital. Debussy, Busoni, Scriabin, Prokofiev, Ives, Bartok, Brit¬ 
ten, Poulenc, and Hindemith were some of the last to compose large 
bodies of music for soloists. When chided by singers who ask for more 
good songs in English, vocal composers of today often reply that it does 
not pay to write songs these days. We remind these composers that there 
is one form of vocal music that has been exploited relatively little. It is 
what is called, for lack of a better term, the "scena." It is essentially a 
concert piece for voice, rather lengthy, in which the protagonist develops 
thoroughly a full psychological and dramatic situation. Verdi's "L'Esule" 
(1839), although almost a cantata, illustrates the form. Spontini and 
Niedermeyer were among the first French composers to exceed the limits 
of the "romance," although they still titled it so, by giving it a richer, or¬ 
chestra-like accompaniment, making it resemble a "scene." The scene, so 
popular in France until 1845, was a free structure whose accompaniment 
imitated the orchestra while the vocal part included recitative and aria. 
Longer scenes might today be called dramatic cantatas. Berlioz, with his 
"scene lyrique," "Cleopatre," has given us one beautiful example, in spite 
of the fact that its adaptability to the piano is doubtful. Although not 
elaborate scenes, one might place in this category certain extended 
ballads and concert arias by Schubert and Loewe and Beethoven's "Der 
Wachtelschlag." 

Poulenc, following in the former French tradition of the "scene," 
composed at the end of his life a magnificent example of the genre, "La 
Dame de Monte Carlo." Samuel Barber, no doubt recognizing the princi¬ 
ple, as did Poulenc, that the lyric scene is a more difficult problem when 
written for the piano, composed his "Andromache to her Son" for 
soprano and orchestra. Both Sir Arthur Bliss, with his scena "The En¬ 
chantress" (Theocritus text), and Ernst Krenek, in his Opus 57, "Mono- 
log der Stella" (Goethe text), were intrigued with this form. Stockhausen 
wrote "Spiral" for one singer and short wave; Joseph Horovitz has writ¬ 
ten a scena for mezzo called "Lady Macbeth"; Nicola Le Fann's scena "II 
Cantico dei Cantici 11" is for unaccompanied female voice. 

In any event, here certainly is a market for composers and the possi¬ 
bilities are endless. Why not a scena for more than one voice, such as 
Jack Beeson's "Piazza Piece" for tenor and soprano with piano? 
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Rebikov's ''Vocal Scenes for Voice and Piano" are actually intended to be 
performed with simple scenery plus an extra actor who speaks or is mute. 
The singer interested in bringing the full artillery of his acting ability to 
the recital stage may find within this type of vocal composition all he 
could wish for. 

Innovations with lighting offer other possibilities. Rimsky-Korsakov 
and Scriabin created charts of colors associated with special keys; 
Scriabin's "Prometheus" was scored to include a keyboard of light, 
throwing colors on a screen; a color score accompanied Schoenberg's 
short allegorical music drama Die gluckliche Hand; and Nono and Berio 
experimented with multi-media works. Works of this type or new ones 
for voice and light-symphonies could be written and programmed. Or, 
more simple to implement, why not different lights for each group of 
songs? 

A prime objective for many musicians is to break down the excessive 
formality of the recital. "Performance of Ives' vocal music is still too 
much influenced by song recital formalities."^ In one performance of 
Ives's "The Last Gamboleer" scored for violins, piccolo, and kazoo, 
placed as the last number on the recital, the entire instrumental ensemble 
was led off stage in Pied Piper fashion by the singer (doubling at the 
kazoo), to the utter delight of the erudite audience. 

A bare stage, a big black piano, one singer, and one pianist all alone 
for ninety minutes can be glorious when the voice, skills, music and in¬ 
terpretation are world-famous. But changing the dress between halves— 
not really a corrupt practice—might help a performer not quite so spec¬ 
tacularly endowed. At least the audience, jaded by many hundred thou¬ 
sand dollar television extravaganzas, will see a new picture for the sec¬ 
ond half. Every ounce of glamor that does not destroy the dignity of the 
music should be welcome, since it heightens the excitement of the recital. 

Another effective way to break down formality is to talk more from 
the stage. Many musicians suggest that translating orally makes two con¬ 
tributions: it adds informality while giving the all-important translations 
in the most palatable way. Prejudice against speaking from the platform 
about the music is hard to overcome in sophisticated musical centers, but 
how can its efficacy and interesting aspects be denied? Let us only be sure 
that the performer has the necessary skills and uses them in good taste. 

In the electronic era why should the use of multimedia effects be sus¬ 
pect on recitals? Use of contemporary music, such as voice with tape or 
prepared piano, could add great variety to ordinary programs. Cathy 
Berberian says that she always takes care to program an easy-to-take 
group on either side of a new or particularly difficult work—thus insur¬ 
ing a just hearing for the composition by avoiding the tensions and de- 


8. Peter Yates, Twentieth Century Music (New York: Minerva Press, 1968), p. 265. 
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fense mechanisms that could accumulate in an audience if preceding 
works were also difficult. Mixed-media compositions with live and re¬ 
corded music, actors, singers, projected slides, motion pictures, lights, or 
all of the above are open to various interpretations. This gives creative¬ 
ness to the audience; sometimes they are invited to interreact with the 
performers. What an excitement one composition of this sort could en¬ 
gender by giving the recital its own ''happening." 

The whole art of publicizing recital events must be rethought. Once 
the program can offer an unusual event, it must be handled to best ad¬ 
vantage in the press. Composers of new pieces ought to be persuaded to 
be present and talk about the work; the promise of their presence must be 
exploited in the media. A dignified announcement is not enough to wipe 
out recital's image as tedious or uneventful. Happily, in the media one 
now sees the beginnings of creative advertising in which the newest cam¬ 
era techniques and the newest advertising styles are exploited in order to 
give effective public notice of solo musical events. Some methods 
formerly reserved for rock musicians are being adopted by serious art¬ 
ists. With Mostly Mozart T-shirts highly visible in Lincoln Center Plaza 
how long will it be before we see a Hermann Prey poster or a Janet Baker 
bumper sticker? 

Happily we do witness here and there signs of imagination and some 
fine experimentation among American singers. Craig Timberlake, when 
chairman of the Music Department at Columbia Teachers' College, dur¬ 
ing his singing of Sauguet's three unaccompanied songs for bass, showed 
great originality in his use of an overhead projector displaying the actual 
music as he sang. What a wonderful way to extend enjoyment of a dif¬ 
ficult contemporary composition at first hearing! A well-known concert 
baritone used slide projections of the appropriate French art masterpieces 
while singing Poulenc's Le Travail du Peintre. An opera singer who was 
not particularly gifted as a song recitalist built a fascinating program by 
performing five famous operatic scenes, discussing them before singing, 
while at the same time applying the suitable makeup in front of the en¬ 
grossed audience. Elaine Bonazzi, the brilliant singing actress, suggests 
that in doing experiments of this type the singer should make a point of 
using a qualified stage director. 

To innovate, it may be necessary to bend the nineteenth-century tra¬ 
dition somewhat. We believe that the worthwhile goal of reviving inter¬ 
est in song recital should be served by any means—superior skills and 
good taste being the only immutable barriers to be observed. Any visual 
reinforcement that heightens the excitement should be permissible. 

A good way to make a beginning, it has been suggested, would be to 
return to the setting where evenings of song took root—the salon. The 
many persuasive arguments for returning to the salon have their origins 
in the facts of late twentieth-century life. As exemplified by the Schu- 


The Future of the Song Recital 297 

bertiads, song evenings flourished in very good health so long as they re¬ 
mained in smallish places. At the time of this writing, financial state¬ 
ments prove that only a handful of world-famous artists can fill a hall of 
the size necessary to make a reasonable profit for those concerned. Since 
smaller is really better and larger is not feasible, why not find a way to 
bring up a new audience in the proper small setting? Nostalgia for the 
earlier decades of the twentieth century is everywhere evident in the en¬ 
tertainment world. Grass-roots support for the arts is in a developing 
state in America, Could not the song recital in some way catch on to the 
general upswing found locally in support for the performing arts? To 
begin without a lot of money would not be an insurmountable task. The 
scenario might go like this: A very experienced singer who has retired 
from active professional life to teach in a metropolitan center eventually 
moves to a small town in a neighboring state. There he builds up a studio 
of promising students. Some years later, two youngish pianists, fleeing 
big-city life, come to this town to live. After the pleasures of bucolic life 
lose their impact, thoughts return to the joys of music. All three deplore 
the stupefying lack of local cultural entertainment. Soon they improvise 
a far from rigid schedule of musical evenings among their three houses— 
sometimes joint, sometimes solo performances. Sooner or later some 
local musicians from neighboring towns are invited to attend the musi- 
cales. Inevitably they are included in the programming, as are the more 
polished students of the various teachers. Children of the performers and 
the invited guests are encouraged to attend. Refreshments are served. 
Programming is very carefully screened for utmost variety, so as not to 
scare off neophytes in the art of listening to live serious music. Those 
who speak well are asked to speak about the compositions. A composer 
living nearby is invited to perform his works and discuss them. Soon the 
houses prove too small to accommodate those who wish to be present 
and the programs are moved to the local library. With the larger room, 
young recitalists beginning to make a reputation are brought in as guest 
artists. 

The end of the story is not an end. The original three professional 
musicians, having pointed the way, live to see the well-attended concerts 
become a regular feature of community life in the five companion towns, 
sparking an interest in solo recital and live music again. Residents are 
given active pleasure in the music as well as a new-found reverence for 
their own local arts. Families sharing music in the home, amateur musi¬ 
cians striving to raise their standards and their skills, children becoming 
aware of music naturally because parents are performing, community 
pride in fellow citizens as artists, breaking down the typical American 
notion that only imported virtuosos are worth hearing, learning to value 
local artists who stay in town as much as those who leave, pursuing an 
understanding of the music of our century with avant-garde composi- 
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tional techniques explained by the composer himself, discovering that 
pleasure in music increases by sharing in it—is it possible that all these 
benefits might come to the community that embraces the old-fashioned 
virtues of evening musicales? 

Lest we appear to look at our scenario with glasses far too rosy, let 
us remind each other that in small towns scattered all over this nation 
there are village music men and women who follow their unsung mission 
with boundless devotion and personal modesty. One such person is John 
Burnett, conductor of the Danbury (Connecticut) Community Orches¬ 
tra. 'He is a legend; he feels that the whole community should be per¬ 
meated with music and that everyone is inherently musical; he has given 
a helping hand to every young talent who came through Fairfield County 
in the last three decades; even the milkman comes to sing songs at his 
house,comments one of his musical colleagues. Igor Kipnis, the harpsi¬ 
chordist, is one of Mr. Burnett's young talents who went on to make a 
professional career of distinction. The maestro himself insists that his 
students adore Vivaldi, Handel, and Bach, and would be bored stiff with 
the "hearts and flowers stuff" that most junior orchestras play. Most 
teachers and directors make a mistake when they underestimate young¬ 
sters and beginners, he says. 

The Orchestra of Our Time, formerly a chamber orchestra based in 
Philadelphia from 1964 on, moved in July of 1978 to the South Bronx, an 
unlikely choice it would seem. Joel Thome, its founder and director, ex¬ 
plained the move as stemming from a philosophical approach he had de¬ 
veloped over the years about "the relationship of the orchestra to our 
times. I feel that it must be involved in community activity. We have 
been doing this already. In addition to college and university residencies, 
where contemporary music was the concern, we have had community 
residencies as far distant as Jackson, Michigan, and Huntsville, Ala¬ 
bama. In Philadelphia we have done work in prisons, helping inmates to 
come together to rehearse and perform. 

"The image of the South Bronx needs to be turned around. All one 
hears about is its negative aspect. But there is an incredible spirit in the 
people; there's a tremendous musical impulse there, a great deal that 
arises culturally.Although Mr. Burnett's and Mr. Thome's special in¬ 
terests are orchestral literature, just imagine what one such dynamo 
whose field was vocal music could do for song recital if he turned his for¬ 
midable energies to it. 

As one surveys the financial situation facing all the arts, the salient 
fact of the third quarter of the twentieth century is that the arts are more 
popular than ever but sponsored with proportionately fewer private dol¬ 
lars all the time. It is generally believed that federal and corporation dol- 

9. Robert Sherman, "A Real-Life Music Man," The New York Times, August 7,1977. 

10. "The South Bronx," The New York Times, July 9, 1978. 
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lars are the only answer to lessening private support. This is largely true 
for schools also. The National Endowment for the Arts (NEA) is buying 
art as any other commodity, but handicrafts and ethnic programs are in¬ 
cluded in the funding available, thus cutting back the effective support 
for the arts. In addition, the NEA has a new matching grant policy. Since 
the local groups must now hire fund raisers, their expenses are higher, 
and the administrators spend their time primarily making sure that art is 
a paying business. Corporations give the largest part of their money to 
television where it is considered advertising. In per capita contributions 
to the arts as of 1977, the United States still holds its position at the bot¬ 
tom of the list of all major countries. These grim facts pertain even to the 
very popular arts, such as theater and the visual arts, but most of all to 
the solo recital, which in the United States surely has the very last priori¬ 
ty of all cultural entertainment. 

Now that financial problems of the arts are more pressing, philo¬ 
sophical discussions linked with government spending are sure to center 
on whether standards can be maintained despite wide dissemination of 
cultural activity on a grassroots level. In cultural circles, fears of “elit¬ 
ism" alternate with fears of “populism"—just when the arts are under 
pressure to attract an audience sufficiently affluent to be capable of con¬ 
tributing to funds matched by government and foundations. We do not 
believe that a policy of disseminating culture to reach the widest number 
is going to corrupt high culture, nor will it prevent creativity of the high¬ 
est order from flourishing. Dance, an art form once stereotyped as elitist, 
is now enjoying unprecedented popularity, with its values untainted 
thereby. “Culture is popular through whom it reaches, not through its 
very nature," said Andre Malraux while he was France's Minister of Cul¬ 
ture. No sector of society has an exclusive hold on good or bad art. The 
real point is not whether Gershwin is superior to Mozart. The point is 
that gardening and yoga should not be confused with culture. The offi¬ 
cial mind has of late confused leisure activities, and how to manage 
leisure time, with the problems of culture.“One is merely the means to 
the other," says Malraux. 

We believe that the song recital can, as did ballet and modern dance, 
build for itself a new audience and (assuming a mandatory improvement 
in recital standards, with a heavy emphasis on varied programming) edu¬ 
cate it in the art. Ballet accomplished this feat while under a sponsorship 
that afforded the necessary time to build its new audience and to educate 
them by high quality performance, varied programming, and a complete 
lack of snobbery to appreciate the art. 

While few will challenge the claim that, through the NEA, the 

11. In 1973 a study commissioned by the American Council for the Arts in Education 
concluded that more Americans were interested in the arts because they engaged in 
"amateur and hobby-oriented activities." 
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government is giving more money to the arts than ever before, many 
would take exception to the way both government and foundation 
money is dispersed. Rather than using these funds to subsidize further 
study for young singers, we would like to suggest an underwriting of 
concert tours for young, well-trained singers in towns where there are no 
present provisions for such events.^^ This could help bring about a grass¬ 
roots revival of song recital culture, while at the same time giving 
pleasure to audiences otherwise unaware or deprived of the art, and giv¬ 
ing to the young singers room for growing and experience itself. Canada, 
a model worthy of emulation in this respect, has long subsidized its art¬ 
ists in the best way—creating and funding opportunities for them to sing 
publicly. 

Universities and colleges, once the bastions of musical conservatism, 
began in the 1960s to welcome younger avant-garde composers. They 
were subsidized and gifted with a very important commodity—a built-in 
audience. Periodically they made forays out of academic seclusion to 
give the world infusions of the '"new."' Thus did universities make an im¬ 
mense contribution to twentieth-century music. 

If, as Nicolas Nabokov^^ says, “one of the two great events of the 
twentieth century is American music taking off," why cannot a new 
American recital form, unhampered by tradition, be devised? The uni¬ 
versity is the logical place to find an inventor, plus the knowledgeable, 
loving hands to nurture it. The audiences are there (most solo recitals 
take place in universities and colleges); the forces are there (artists-in- 
residence, student soloists, visiting artists, accompanists, instrumental¬ 
ists, good teachers in all disciplines); the resources are there (rehearsal 
rooms, libraries, auditoriums of proper size, good pianos, ancient in¬ 
struments); and the new composers are there! 

Concert managers generally concede that the stronghold of Ameri¬ 
can recital art today lies not with a general public that buys tickets to the 
big city concert hall but rather in university and college communities, the 
major purchasers and presenters of music today. Recitals are usually re¬ 
quired for voice students. Recitals by faculty and visiting artists are 
many. Furthermore, students more than ever before have power to exert 
their influence. It is our opinion that the future of the recital can be 
rooted here, where the climate and opportunity exist. 

There can be no question that the pre-television days of extensive re¬ 
cital tours have passed. The university is now the only place, economi¬ 
cally feasible, in which to restudy and revive the recital form. All means 
for dramatically extending recital repertoire are available in academe. 
Ample opportunity exists for training the singer-student, not only in the 

12. Some states' councils for the arts do contribute some partial funding in this direction. 

13. Author of the introduction to Virgil Thomson's American Music since 1910 (New York: 

Holt, Rinehart, and Winston, 1971). 
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obvious skills but also in background knowledge and peripheral disci¬ 
plines. Implied is the scheduling of courses on the recital art with its at¬ 
tendant components, acting techniques, accompanying ensemble, etc. 
When taught by competent teachers who have had practical experience, 
as is done in many universities today, such courses accomplish a great 
deal. At universities, song recital is often the only form open to vocal 
students wishing to work on aspects of public performance. 

Professor Lunkley, quoted above, adds these a propos thoughts: 

We, as teachers of singing, should try to help our students, their fam¬ 
ilies and interested friends, understand the style and appropriateness of 
the solo recital as an intimate event as opposed to the constant flow of 
visual circuses with which they are confronted on television. We need 
to help people understand and experience the excitement and satisfac¬ 
tion of the smaller event. Our efforts to support local concert presenta¬ 
tions, particularly solo recitals, should never cease. We need to place 
these events before our students, and assist them to attend. Our own re¬ 
citals and those of our students must be planned in such a way that they 
prove to be very special musical moments for those attending. We must 
accept the responsibility for helping our students see the diverse possi¬ 
bilities of song program planning and encourage them to find repertoire 
that is challenging, appropriate and stimulating for their audiences. 


In summation, let us look to the college campus as the place to stress 
new performance forms for recital, to encourage skills in chamber music 
and small ensemble groups, to study the ramifications of programming 
and its impact upon the audiences, to create new art forms, to promul¬ 
gate the cause of new music, to concentrate the scholarship of the musi¬ 
cologists upon the art of performance, to prepare performers in the art of 
involving audiences of all ages by talking to them on and off the plat¬ 
form, to promote a cross-fertilization of artists. 

The United States is just beginning to have a music history and a lot 
of it is being written in the universities. We have a new generation of 
teachers who are not afraid to teach the vocalism of contemporary 
music. (Their functions for the first time include instilling an understand¬ 
ing of live performance.) Since World War II a large proportion of first- 
rate composers and teachers have been domiciled in the United States. 
The New Music, the new forms, the new performers, the new audiences 
thirsty for avant-garde music are largely located in the university and 
college communities. These 'captive" audiences can be shown (only with 
the highest standards for performance skills, however) how the great art 

14. We are beholden to Jerrold Ross of New York University for much of this summation, 
which articulates brilliantly our views on the subject, from his article: "The Performing 
Arts on Campus," College Music Symposium vol. 17 no. 2, Fall, 1977. p. 77-82. 
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of the recital ought to be, and they in turn may generate an enthusiasm 
that is infectious. 

We are now old enough as a nation; we have here everything we 
need to make a new structure for the American song recital. Marcella 
Sembrich did her part to change things, and she did it single-handedly. 
The old form, which is, alas, close to moribund, was served well by its 
expert practitioners—Pears, Fischer-Dieskau, Tourel, Souzay, Schwarz¬ 
kopf, Frijsch, Anderson. Why not a new formula now? Not only are 
composers creating new musical techniques, but performance forms 
themselves have undergone mutation. This is a time, as in the sixteenth 
century, when tradition is being assessed; much of it is being rejected. 
Short of breaking completely with tradition, perhaps the song recital can 
at least accommodate the facts of the twentieth-century life. We hope 
that in five or ten years some of the critical and pessimistic statements of 
this book will prove to be obsolete, for that would indicate that a 
renaissance of the song recital had indeed been accomplished. 



Appendix 


GUIDE TO USE 


Composers' names appear in alphabetical order 
and, in the case of early composers, are followed by their dates. Under 
each name the compositions are listed in alphabetical order of the titles. 
To the degree that the information is available, you will find: 


on line 1: 


on line 2: 
on line 3: 


the title of the composition 
the opus number, catalogue number, or volume 
number 

the name of the poet(s) or text source 

the number of songs 

the language(s) of the text 

the comparative difficulty of the composition 

the duration of the composition 

the type of composition 

the voice(s) category 

the accompanying instrument(s) 

the editor(s) 

the publisher(s) 

the publisher's agent(s) 


Generally speaking, where proper information is available, and un¬ 
less contradicted by an indication in parentheses, the language of the title 
(line 1) is the language of the text. Titles are alphabetized as they appear 
on concert programs. The articles a, an, the (in all languages) are placed 
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in their proper order; they are not relegated to the end, separated by a 
comma (e.g.. The Nursery under T; ''Die Stadt" under D). Numbers, 
when they appear as the first word of a title, are alphabetized in the lan¬ 
guage of the title (e.g., 3 Lieder under D (rei); 6 Canciones under S(eis); 5 
Melodies under C (inq); 4 Songs under F{our). 

A slash between indications of voice categories or accompanying in¬ 
struments (line 2) means that either the first or the second is suitable; 
(e.g., S/T indicates either Soprano or Tenor; fl/S rec indicates that either 
flute or Soprano recorder is suitable). A semi-colon between indications 
of voice categories means that both the first and the second ranges are 
available; (e.g., high, pf; low, pf means that the composition comes in 
both voice ranges). When the two voice categories are written without 
punctuation a vocal ensemble is indicated; (e.g., SA means a Soprano- 
Alto duet; highmedlow indicates a trio for high, medium and low 
voices). The words any voice generally describe the vocal requirement 
for a contemporary composition where any voice that can sing it may 
sing it. The indication all voices means that all voices can sing it in the 
key printed or, failing that, that it can easily be transposed to suit each 
individual voice. 

When accompanying instruments are followed by parentheses en¬ 
closing other instruments, this indicates that one instrumentalist plays 
both or all instruments listed (e.g., fl (picc, A fl) means that the flutist 
also plays a piccolo and an Alto flute during the composition). 

A limited amount of cross-referencing has been done. Those vocal 
chamber music or vocal ensemble compositions that are cyclic or contain 
multiple individual components (with the exception of cantatas) have 
been cross-filed under both Song Cycles and Voice with Instruments, or 
under both Song Cycles and Voice with Other Voices. Compositions for 
vocal ensemble that have instrumental accompaniment have been cross- 
filed under both Voice with Other Voices and Voice with Instruments. 

If difficulty in locating any listed work for voice with other voices is 
encountered at the retail music store level, check the octavo editions of 
that publisher. Most compositions intended for 2-, 3-, and 4-part 
choruses can be sung as solo vocal duets, trios, and quartets. Do not, in 
other words, assume that a composition for vocal ensemble is out of 
print until you have checked the octavo edition. 

The publisher's name (line 3) is in capital letters followed by the 
agent's name in parentheses. Infrequently, the publisher in question has 
an agent or parent company which, in turn, has an agent. In such cases, 
the intermediary agent is omitted from the repertoire lists (although his 
name appears on the Publishers List). Thus, only the final American 
agent is indicated when listing each composition. 

The legend OFC (Obtainable from the Composer) is used in the list¬ 
ing of unpublished works that are nevertheless obtainable from the com¬ 
poser, whom the reader may contact about obtaining materials, with the 
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help of the address found under OFC in the Publishers List. AMC on line 
3 of the listing refers to the American Music Center in New York. It indi¬ 
cates that the composition, even though unpublished or out of print, is in 
their library. Contact them for further information. The address is found 
in the Publishers List, which starts on p. 544. Other out of print composi¬ 
tions are marked NYP LIBE, indicating that they are in the New York 
Lincoln Center Library for the Performing Arts; they may well be found 
in libraries elsewhere. The legend LIBE C refers to the Library of Con¬ 
gress in Washington where all copyrighted works by American compos¬ 
ers, published or unpublished, in or out of print, are filed. 

At the end of each repertoire list (Song Cycles, Sets, and Collections, 
Voice with Instruments, Voice with Other Voices) will be found a corre¬ 
sponding, representative selection of volumes from various publishers. 
Each of these anthologies contains works by many composers. Those 
collections that are selected from the oeuvre of one composer will be 
found under his name in the alphabetical list proper (e.g., a collection of 
Schubert duets will be found under Schubert, Franz; a duet anthology by 
various German composers will be located at the end of the Voice with 
Other Voices list). 

This volume does not purport to be a catalogue of published vocal 
works. Rather, we offer the repertoire lists as a general aid to program¬ 
ming. We have been compelled for reasons of limited space to keep the 
information spare and lacking in detail. Our aim, in the case of antholo¬ 
gies unified by subject rather than by one composer, is simply to call the 
reader's attention to the existence of such volumes and to suggest their 
general contents. For further details we recommend the large volume 
Vocal Music in Print, edited by Nardone and published by Musicdata, 
Inc., and the fully annotated, superb two-volume set Repertoire for the 
Voice, edited by Espina and published by Scarecrow Press, as well as the 
old standby, Sergius Kagen s Music for the Voice, published by Indiana 
University Press. Consult also the master catalogues at your retail music 
store, where all composers contained within such volumes should be 
noted. Do not neglect your library, where you have the added advantage 
of finding the older, sometimes out of print anthologies. 


LIST OF ABBREVIATIONS 


A: 

Agent: 

Bar 

baritone voice 

B tmb 

bass trombone 

A 

alto voice 

B 

bass 

bvl 

bass viol 

acap 

a cappella 

B-Bar 

bass-baritone 



accord 

accordian 

bd 

bass clarinet 

Cat 

Catalan 

anon. 

anonymous 

bfl 

bass flute 

cbsn 

contrabassoon 

arr. 

arranged by 

Braz 

Brazilian 

cel 

celeste 

A sax 

alto saxophone 

bsn 

bassoon 

cem 

cembalo 
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chamb 

chamber 

hpsed 

Chin 

Chinese 

Hung 

cl 

clarinet 

instr 

It 

ColS 

coloratura 

soprano 

combo 

combination 

Jap 

cont 

continue 

Contr 

contralto 

kybd 

cym 

cymbal 

Lat 

Czech 

Czechoslovakian 

low 

Dan 

Danish 

mand 

diff 

difficult 

med 

dm 

drum 

med dif 

Dram S 

dramatic 

med easy 


soprano 

Mez 

dul 

dulcimer 

min 

ed. 

editor, edited 


elec 

electronic 

Nor 

Eng 

English 

enghn 

english horn 

ob 

eq 

equal 

obblig 

Finn 

Finnish 

OFC 

fl 

flute 

Op. 

Flem 

Flemish 

Fr 

French 

opt 

orch 

Ger 

German 

org 

glock 

glockenspiel 

orig 

grp 

group 


gtr 

guitar 

perc 

pf 

pic 

har 

harmonized 

Heb 

Fiebrew 

Pol 

high 

high voice 

Port 

hn 

French horn 

pub 


harpsichord 

qnt 

quintet 

Hungarian 

qt 

quartet 

instrument(s) 

rec 

recorder 

Italian 

Russ 

Russian 

Japanese 

S 

soprano voice 

keyboard 

sac 

sacred 

sax 

saxophone 

Latin 

sep 

separate(ly) 

low voice 

Slav 

Slavic 

mandoline 

Sp 

Spanish 

medium voice 

stgs 

strings 

medium difficult 

stqt 

string quartet 

medium easy 

Supp 

Supplement(s) 

mezzo soprano 

Swed 

Swedish 

minute 

syn 

synthesizer 

narrator 

T 

tenor voice 

Norwegian 

tamb 

tambourine 


timp 

timpani 

oboe 

tmb 

trombone 

obbligato 

tpt 

trumpet 

Obtainable from 

trans. 

translated by 

Composer 

treb 

treble 

Opus 

tri 

triangle 

optional 

orchestra 

var 

various 

organ 

vc(s) 

voice(s) 

original 

vibra 

vibraphone 

via 

viola 

percussion 

vln 

violin 

piano 

vol 

Volume 

piccolo 

Polish 

ww 

woodwind(s) 

Portuguese 

Xmas 

Christmas 

published 

xylo 

xylophone 


REPERTOIRE LISTS 


Voice with Instruments 


ABBADO, MARCELLO: 

Cantata 

Female vc, 6 instr 

ZERBONI (A: Boosey) 

Ciapo 

Female vc, 9 instr 

ZERBONI (A: Boosey) 

15 Poesie T'ang 


Mez, fl, ob, cello, pf 

ZERBONI (A: Boosey) 

ABSIL, JEAN: 

5 Melodies 

Mez (1); Mez/Bar (2); T (1); S/T (1), 
stqt/pf 

CBDM (A: Elkan H) 


Voice with Instruments 


307 


ADAM, ADOLPH E-CHARLES: 

Ah, vous dirai-je, maman (Mozart) 
Bravura Variations 

high, (f!, pf)/(f!, 2 ob, 2 cl, 2 bsn, 2 
hn, stgs) 

ed. Schmidt RIES (A; Peters) 
AHRENS, JOSEPH: 

Angelus Silesius Liederbush (diff) 

S, org 

WILLY MULLER (A: Peters) 
Regnum Dei (Lat) (med diff) 

Bar, fl, ob, enghn, hn, cl, bsn, kybd 
WILLY MULLER (A: Peters) 
AHRENS, SIEGLINDE: 

3 Songs on Latin Psalm Texts (diff) 

B, org 

WILLY MULLER (A: Peters) 

AITKEN, HUGH: 

Cantata #1 (Elizabethan poets) (diff) 

T, ob, vin, via, cello 

OXFORD 

Cantata #2 (Rilke) (diff) 

T, fl (pic), ob, via, cello, bvl 

OXFORD 

Cantata #3 (Barnstone) (med diff) 

T, ob, via 

OXFORD 

Cantata #4 (Machado) (med diff) 

S, fl, ob, cello, bvl 

OXFORD 

Fables 

STTB, fl, 2 ob, bsn, stg qnt 

ELK AN V (A: Presser) 

ALBERT, HEINRICH: 

Ausgewahite Arien 
var (1-2) vcs, cont 

CONCORDIA 
Der Mensch hat nichts so eigen (Dach) 
(from THE GERMAN SOLO SONG) 
med, cont 

ARNO 

11 Lieder (easy) 
high, cem, lute 

BARENREITER (A: Magna) 

12 Duets for Two Equal and Mixed 
Voices 

2 eq vcs, cont 

ed. Noack 
BARENREITER (A: Magna) 

ALEXANDER, JOSEF: 

Songs for Eve Vol 1, 2 

S, harp, vIn, cello, enghn 

GENERAL (A: Schirmer) 

ALGAZI, LEON: 

4 Melodies judeo-espagnoles 

med, pf/harp, (opt fl, cello) 

SALABERT 


AMATO, BRUNO: 

Two Together 
S, tuba 

SEESAW 

AMBROSI, ALEARCO: 

Voices 

S, narr, fl, ob, cl, bsn, vibra, org, 
cem, vin, via, cello, bvl 

SONZOGNO (A: Belwin) 

AMES, WILLIAM: 

Among the Gods 
S, cl, stqt 

ACA 

AMLIN, MARTIN: 

Black Riders 

A, pf, cello, harp, vibra 

SEESAW 

Requiem 

A, pf, perc 

SEESAW 

AMRAM, DAVID: 

3 Songs for America (8 min) (diff) 

B, (fl, ob/enghn, cl/bcl, hn, bsn, 5 
stgs)/pf 

PETERS 

ANDERS, E.: 

Flotenlieder fur Sopran, FIdte, und 
Klavier Op. 109 

S, fL pf 

ZIMMER (A: Peters) 

ANDERSON, BETH: 

An Argument (easy) 
bvl, tuba 

ACA 

He Says He's Cot 
Mex, gtr 

ACA 

Music for Myself (diff) 

Mez, vibra 

ACA 

Paranoia 

Mez, 2 fl/pf 

ACA 

She Wrote 

Female vc, 2 vin, elec tape 

ACA 

Tulip Clause (diff) 

T, A fl, bcl, cl, T sax, cello, org, bvl, 
timp, elec tape 

ACA 

Woman Rite 
Mez, elec org 

ACA 

ANDERSON, T. J.: 

Beyond Silence (Hanson) (15 min) 

T, cl, tmb, via, cello, pf 

ACA 
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ANDERSON, T. J.: (cont'd.) 

Block Songs (Lomack) 

high, Children's toys (pitch pipe, 
jack-in-the-box, musical busy box) 

ACA 

Variations on a theme by M. B. Tolson 
(cantata) 

S, vln, cello, A sax, tpt, tmb, pf 

ACA 

ANDRIESSEN, HENDRIK; 

Cantique Spirituel 
S, pf/org 

ALSBACH (A: Peters) 

Cantique Spirituel 
S/T, stgs 

DON EMUS (A; Peters) 
Crucem Tuam (sacred) 

A, stgs 

DON EMUS (A: Peters) 
Fiat Domine (sacred) 

Mez, stgs 

DON EMUS (A: Peters) 

Miroir de Peine 
S, stgs 

DONEMUS (A: Peters) 
O Sacrum Convivium 
S, org 

DONEMUS (A: Peters) 
3 Romantic Songs 
Mez, fl, ob, pf 

DONEMUS (A: Peters) 
3 Sonnets Spirituels 
high, org 

DONEMUS (A: Peters) 
ANDRIESSEN, JURIAAN: 

To Wet a Widow's Eye 
AT, cl, perc, gamba 

DONEMUS (A: Peters) 
ANDRIESSEN, WILLEM: 

3 Liederen 

Med, 2 fl, 2 ob, 2 cl, 2 bsn, 4 hn, 2 
tpt, timp, stgs (also pf) 

DONEMUS (A: Peters) 

ANERIO, GIOVANNI FRANCESCO: 
(1567-1630) 

3 geistliche Konzerte (Lat) 

Bar, cont 

ed. Ewerhart BIELER 

ANGELINA LOUIS: 

Songs of Nod 
low, fl/ob 

AMC 

ANTONIOU, THEODOR: 

Chorochronos III 

Bar, elec tape, pf, perc 

BARENREITER (A: Magna) 


Epilogue (Homer's ODYSSEY) 

Mez, speaker, ob, hn, gtr, bvl, pf, 
perc 

BARENREITER (A: Magna) 
Moirologhia for Jani Christou (Tolia) 

Bar, (pf, fl, cl, gtr, 2 perc)/pf 

BARENREITER (A: Magna) 
ANTUNES, JORGE: 

Microformobiles II 
Bar, 5 instr 

ZERBONI (A: Boosey) 

APIVOR, DENIS: 

6 Canciones de Federico Garcfa Lorca 
Op. 8 a 

med-high, gtr 

BERBEN (A: Presser) 
APONTE-LEDEE, RAFAEL: 

La Ventana Abierta 

AAA, fl, cl, tpt, pf, 2 perc, vln, 
cello, bvl 

SEESAW 

APOSTEL, HANS ERICH: 

5 Songs for Medium Voice Op. 22 
med, fl, cl, bsn 

UNIVERSAL (A; E-A) 

ARCADELT, JACQUES: 

8 Madrigals 
ATTB/4 instr 

ed. Thomas LPME (A: Galaxy) 
ARGENTO, DOMINICK: 

Letters from Composers (real letters; 
Chopin, Mozart, Schubert, Bach, 

Debussy, Puccini, Schumann) 
high, gtr 

BOOSEY 

To Be Sung upon the Water (Words¬ 
worth) 

high, pf, cl (opt bcl) 

BOOSEY 

ARIOSTU ATTILIO: (1666-1740) 

La Rosa (cantata) (ItCer) 
high, 2 vln, cont 

ed. Weiss DEUTSCHER (A: Broude) 
L'Olmo (cantata) (ItCer) 
high, 2 vln, cont 

ed. Weiss DEUTSCHER (A: Broude) 
Vuol ch'io parta 

S, fl, ob, cl, bsn, harp 

CARISCH (A: Boosey) 
ARNE, THOMAS: (1710-1778) 

A Wood Nymph (EngGer) 

S, S rec/fl, kybd (opt 2 vln, cello) 

ed. Salkeld SCHOTT (A: E-A) 
Delia (cantata) 
high, stgs, cont 


SCHIRMER 
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The Morning 

S, S rec/fl, (opt stgs), kybd 

ed. Salkeld SCHOTT (A; E-A) 
Under the Greenwood Tree 

S/T, S rec/fl, pf/hpscd (opt 2 vin, 
cello) 

ed. Bergmann SCHOTT (A: E-A) 
ARNOLD, MALCOLM: 

5 William Blake Songs 
A, stgs 

EMI 

ARRIGO, GIROLAMO: 

Episodi 

S, 4 fl (1 player) 

HEUGEL (A: Presser) 

ASCONE, VINCENTE: 

Montes de mi Quequay 
med, pf qnt 

SOUTHERN PEER 

ASTON, PETER: 

My Dancing Day 

ST, fl, cl, 2 vIn, via, cello 

NOVELLO (A; Belwin) 

ATOR, JAMES: 

Haikansona 

Mez/A, ob, A sax, cello 

SEESAW 

ATTAIGNANT, PIERRE: (1552) 

Tant que vivrai 
med, gtr 

ed. Pujol ESCHIG (A: Associated) 
AUBERT, LOUIS FRANCOIS-MARIE: 
L'Heure Captive (Dommange) 

Bar, vin, pf 

DURAND (A: Presser) 

AVNI, TZVI: 

Collage 

med-high, fl, perc, elec tape 

BOOSEY 

AVSHALOMOV, JACOB: 

Little Clay Cart (ancient Hindu) 
med-high, fl, cl, perc, vin, cello, 
banjo/gtr 

ACA 

Two Old Birds (Hoskins) 

S, cl, pf 

ACA 

AZPIAZU, JOSE DE: 

5 Canciones Populares Espaholas (Sp) 
med-high, gtr 

UME (A:Associated) 
La Flor de la Canela 
med-high, gtr 


Zorongo Gitano (Sp) 
med-high, gtr 

RICORDI (A; Schirmer) 

BABBITT, MILTON: 

A Solo Requiem (Shakespeare, Hopkins 
Meredith, Stamm, Dryden) 

S, 2 pf 

PETERS 

Composition for Tenor and 6 In¬ 
struments 

T, fl, ob, vin, via, cello, hpscd 

ASSOCIATED 
(A: Schirmer/Associated) 
Philomel (Hollander) (20 min) 

S, recorded S, elec tape 

ASSOCIATED 
(A: Schirmer/Associated) 

Phonemena 

S, elec tape/pf 

PETERS 

2 Sonnets 

Bar, cl, via, cello 

PETERS 

Vision and Prayer (Thomas) (15 min) 

S, synthesizer 

ASSOCIATED 
(A: Schirmer/Associated) 

BACH, C.P.E.: (1714-1788) 

Fecit Potentiam (MAGNIFICAT) 

Bar/B, 3 tpt, stgs 

BREITKOPF L (A; Broude) 
Ich tore offnet euch (AUFERSTEHUNG 
UND HIMMELFAHRT) (sacred) 

Bar/B, 2 ob, 2 hn, 2 tpt, stgs 

BREITKOPF L (A: Broude) 
Phyllis und Thirsis (cantata) 

ST, 2 fl, cont 

GERIG 

(A: Belwin); BREITKOPF L (A; Broude) 
BACH, ERIK: 

Lamentation (Eng) 

S, perc, gtr 

EGTVED 

BACH, JOHANN CHRISTIAN: (1735-1782) 

Concert and Opera Arias (12) 
high, pf, opt fl/ob/vin 

ed. Landshoff PETERS 

BACH, JOHANN CHRISTIAN: 

4 Scotch Songs 

1; med, vin, via, cello, ob, pf 
2; med, 2 vin, 2 fl, bsn 
3: med, 2 vin, 2 fl, bsn 
4: med, 2 vin, 2 fl, bsn 

arr. Bach; ed.Fiske 
SCHOTT (A: E-A) 


RICORDI (A: Schirmer) 
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BACH, JOHANN CHRISTIAN: (confd.) 
Recitative and Aria of Arsinda (LA 
CLEMENZA Dl SCIPIONE) (It) 

S, fl, ob, 2 hn, cem, vln, cello, stgs 

PETERS 

2 weltliche Arien 

T, 2 fl, stgs, cem 

ed. Walter 
BREITKOPF L (A: Broude) 

BACH, JOHANN CHRISTOPH: (1642-1703) 

Ach, dass ich Wassers g'nug hatte 
(cantata) 

Mez/A, org, 5 stgs 

BREITKOPF L (A; Broude) 
Ach, dass ich Wassers g'nug hatte 
(cantata) 

A, org, stgs 

ed. Schneider 
BREITKOPF W (A: Associated) 
Siehe wie fein und lieblich ist es 
(sacred cantata) 

TTB, stgs, org 

BREITKOPF L (A; Broude) 
Wie bist Du denn, o Cott, in Zorn 
gebrannt (cantata) 

Bar/B, bsn, stgs, cem 

BREITKOPF L (A; Broude) 

BACH, JOHANN MICHAEL (1646-1694) 

Auf, lasst uns den Herrn loben (sacred 
cantata) 

Mez/A, org, stgs 

BREITKOPF L (A; Broude) 

BACH, JOHANN NICOLAUS: (1669-1753) 
Der jenaische Wein- und Bierrufer 
TTB, stgs, cem 

BREITKOPF L (A: Broude) 

BACH, JOHANN SEBASTIAN: 

Ach, Cott, wie manches Herzelied 
(Cantana 58) 

SB, cem, stgs, ob d'amore 

BREITKOPF W (A: Associated) 
Amore Traditore 

B, hpsch 

SCHOTT 

Arias from Cantatas (4) 

A, org 

ed. Pidoux 
BARENREITER (A: Magna) 
Arias from Cantatas (Vol 1, 2, 3) 

S, instr 

KALMUS (A: Belwin) 
Arias for Alto Vol 1, 2, 3 
A, obblig instr, pf/org 

ed. Mandyczewski 
BREITKOPF L (A: Broude); 

KALMUS 


Arias for Bass 

B, obblig instr, pf/org 

ed. Mandyczewski 
BREITKOPF L (A: Broude); 

KALMUS 

Arias for Soprano (Vol 1 -4) 

S, obblig instr, pf/org 

ed. Mandyczewski 
BREITKOPF L (A: Broude) 
Arias for Tenor (Vol 1-3) 

T, obblig instr, pf/org 

ed. Mandyczewski 
BREITKOPF L (A: Broude); 

KALMUS 

Before Thy Cradle 
highlow, pf 

arr. Gordon 
SKIDMORE (A: Shapiro) 
Bekennen will ich seinen Namen 
A, 2 vln, org (opt cello, bvl) 

ed. Landshoff PETERS 

Bereite sich, Zion 
A, vln, cont 

BARENREITER (A; Magna) 
Beside Thy Manger Here I Stand 
med, cont 

CONCORDIA 

By Waters of Babylon 

med, org, vln; med, org, fl; med, 
org, ob 

ed. Lovelace BELWIN 
Comfort, Comfort ye my People 
med, stgs, cont 

CONCORDIA 
Der Herr denket an uns (EngCer) (Can¬ 
tata 1%) 

TBar, pf/org 

PETERS 

Duet from Cantata 49 
SB, ob, org, stgs 

BREITKOPF W (A: Associated) 
Duets for Soprano and Alto with Ob¬ 
bligato Instruments (Vol 1-3) 

SA, obblig instr, pf/org 

ed. Mandyczewski 
BREITKOPF L (A: Broude); 
BREITKOPF W (A: Associated) 
Doch Jesus will der Frommen Schild 
(#46) 

A, 2 treb rec, ob da caccia/ enghn/ 
via 

SCHOTT (A: E-A) 
Durchlaucht'ster Leopold 

SB, 2 fl, bsn, stgs, cem 

BREITKOPF L (A: Broude) 
Esurientes (MAGNIFICAT) 
contr, 2 treb rec/2 fl, kybd 

ed. Durr SCHOTT (A: E-A) 
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Geist und Seele wird verwirret (cantata) 
Mez/A, 2 ob, enghn, bsn, stgs, org, 
cem 

BREITKOPF L (A: Broude) 
Cott, man lobet dich in der Stille 
(GerEng) 

A, cem, stgs, 2 ob d'amore 

BREITKOPF W (A: Associated) 
I Follow with Gladness 
S, pf, opt fl/vin 

PATERSON (A: Fischer C) 
Ich bin in mir vergnugt (cantata 204) 

S, fl, 2 ob, stgs, cont 

KALMUS (A: Bel win) 
Ich geh' und suche mit Verlangen (can¬ 
tata 49) 

SB, enghn, cello, stgs, org/cem 

BREITKOPF L(A; Broude) 
Ich geh' und suche mit Verlangen (can¬ 
tata 49) 

SB, ob, org, stgs 

BREITKOPF W (A; Associated) 
Ich habe genug (cantata 82) (GerEng) 
Bar/B, ob, stgs, cem 

BREITKOPF L(A; Broude) 
Ich habe genug (cantata 82) (GerEng) 

B, ob, cont, stgs 

BREITKOPF W (A; Associated) 
Ich habe genug (cantata 82) (GerEng) 

S, fl, org, stgs 

ed. Hellmann 
BREITKOPF W (A: Associated) 
Ich weiss, das mein Erloser lebt (can¬ 
tata 160) (Easter) (GerEng) 

T, vin, bsn, cont 

BREITKOPF W (A; Associated) 
Jauchzet Gott in alien Landen (cantata 
51) 

S, tpt, stgs, cont 

HANSSLER (A; Peters) 
Jauchzet Gott in alien Landen (cantata 
51) 

S, tpt, stgs, cem 

BREITKOPF L(A: Broude) 
Jauchzet Gott in alien Landen (cantata 
51) 

S, tmb, stgs, cont 

BREITKOPF W (A: Associated) 
Jesu, dir sei Preis gesungen (from can¬ 
tata 142) 

A, 2 A rec, cont 

NAGELS (A: Magna) 
Jesu, dir sei Preis gesungen (from can¬ 
tata 142) 

S, 2 S rec, cont 

HANSSLER (A: Peters) 


Jesu, lass dich finden, lass doch meine 
Sunden (GerFr) 

A, cem, stgs, 2 ob d'amore 

BREITKOPF W (A: associated) 
Jesu, praise (cantata 142) (GerEng) 
Mez/Contr, 2 treb rec/2 fl, pf 

ed. Bergmann SCHOTT (A; E-A) 
Jesus nimmt die Sunder an (cantata 
113) 

T, fl, cont 

ed. Baron OXFORD 
Jesus, unser Trost und Leben 
S, 2 S rec, cont 

HANSSLER (A: Peters) 
Lord Jesus Christ, Thou Prince of Peace 
med, fl, cont 

CONCORDIA 

Mein Herze schwimmt ins Blut (can¬ 
tata 199) 

S, ob, bsn, cem, stgs 

BREITKOPF W (A; Associated) 
Mein Herze schwimmt ins Blut (can¬ 
tata 199) 

S, 2 ob, bsn, stgs, cem 

BREITKOPF L (A: Broude) 
Meine Seele rijhmt und preist (cantata 
189) 

T, fl, ob, cont, 3 stgs 

BREITKOPF W (A: Associated) 
Mer Hahn en neue Oberkeet (Cantata 
212 ) 

SB, fl, hn, stgs, cem 

BREITKOPF W' (A: Broude) 
Non sa che sia dolore (cantata 209) 
(Ger) 

S, fl, stgs, cont 

KALMUS (A: Belwin) 
Non sa che sia dolore (cantata 209) 
(ItGer) 

S, fl, stgs, cem 

BREITKOPF L (A; Broude) 
Non sa che sia dolore (cantata 209) 
(Ger) 

S, fl, cont, stgs 

BREITKOPF W (A: Associated) 
O du angenehmer Schatz 
A, 2 fl, bsn, cont 

HANSSLER (A: Peters) 
O holder Tag, erwunschte Zeit (cantata 
210) (Marriage) (GerFr) 

S, fl, ob, stgs, cem 

BREITKOPF L(A: Broude) 
O holder Tag, erwunschte Zeit (cantata 
210) (Marriage) (Ger) 

S, fl, ob, hn, stgs, cont 

KALMUS (A: Belwin) 
O Sacred Head Now Wounded (ST. 
MATTHEW PASSION) 
med, fl, cont 
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BACH, JOHANN SEBASTIAN: (cont'd.) 

On My Shepherd 1 Rely 
S, pf, opt vln 

PATERSON (A: Fischer C) 
Piccolo Magnificat 

S, fl, org, vln, via, cont 

ed. Paccagnella SANTIS 
Recitatives and Arias from Cantatas 
(21) Vol 1 
high, cont 

ed. Pidoux 
BARENREITER (A; Magna) 
Quodlibet (Der Backtrog) 

SAT, cello, cont 

BREITKOPF L (A; Broude) 
Recitatives and Arias from Cantatas 
(23) Vol 2 
low, cont 

ed. Pidoux 
BARENREITER (A; Magna) 
Schafe kbnnen sicher weiden 
S, 2 rec, cont 

BARENREITER (A: Magna) 
Schweigt stille, plaudert nicht (Cantata 
211) (Coffee Cantata) 

STB, fl, stgs, cem 

BREITKOPF L (A: Broude); 
BREITKOPF W (A: Associated); 

KALMUS 

Seufzer Thranen, Kummer, Not (med 
diff) 

S, ob/vin, cont 

ed. Keller 
BARENREITER (A: Magna) 
Sheep May Safely Graze (GerEng) 

S, 2 treb rec/2 fl, pf 

ed. Hunt SCHOTT (A: E-A) 
Stone Above all Others Treasured 
(GerEng) (cantata 152) 

S, treb rec/fl, via d'amore/vin, pf 

ed. Hunt SCHOTT (A: E-A) 
The Lord Bless You (Marriage) (GerEng) 
high, cont; low, cont 

CONCORDIA 
The Only Son from Heaven 
med, stgs, ob, cont 

CONCORDIA 

Tritt auf die Glaubensbahn (Xmas) 
(GerEng) (Cantata 152) 

SB, fl, ob, stgs, cem 

BREITKOPF L (A: Broude) 
Tritt auf die Glaubensbahn (Xmas) 
(GerEng) (Cantata 152) 

SB, rec, ob, cem stgs 

BREITKOPF W (A: Associated) 

12 Sacred Duets from Cantatas Vol 1 
2, 3, 4 

SA, instr, kybd 


Unschuld Kleinod reiner Seelen 
S, fl, ob, vln, via 

ed. Smend 
BARENREITER (A; Magna) 
Vergnugte Pleissen-stadt (GerEng) (Can¬ 
tata 216) 

SA, 2 fl, ob, via, cem 

LIENAU (A; Peters) 
Vergnugte Pleissen-stadt (GerEng) (Can¬ 
tata 216) 

SA, 2 fl, ob, pf, stgs 

ed. Schumann 

BREITKOPF W (A: Associated) 
Vergnugte Ruh', beliebte Seelenlust 
(cantata 170) 

A, org, cont, stgs, ob d'amore 

BREITKOPF W (A: Associated) 
Vergnugte Ruh', beliebte Seelenlust 
(cantata 170) 

Mez/A, (stgs, org, cem)/(fl, ob, cem) 
BREITKOPF L (A: Broude) 
Virga Jesse floruit (Magnificat) (diff) 

SB, cont 

BARENREITER (A: Magna) 
Vor Deinen Thron 

VC ad lib, descant rec, treb rec, B 
rec 

ed. Sherman SCHOTT (A; E-A) 
Was Gott tut, das ist wohlgetan (Ger) 

T, opt fl, pf 

BOOSEY 

Weichet nur, betrubte Schatten (can¬ 
tata 202) (Marriage) 

S, ob, bsn, stgs, cem 

BREITKOPF L (A: Broude); 

BREITKOPF W (A: Associated) 
Weichet nur, betrubte Schatten (can¬ 
tata 202) (Marriage) 

S, ob, stgs, cont 

KALMUS (A: Belwin) 
Widerstehe doch der Sunde (cantata 
54) (GerEng) 

S, stgs, cem 

BREITKOPF L(A; Broude) 
Widerstehe doch der Sunde (cantata 
54) 

A, cont, stgs 

BREITKOPF W (A: Associated) 
Wir eilen mit schwachen 
SA, pf 

ed. Ochs 
BREITKOPF L (A: Broude) 
With joyful Heart I Praise my Saviour 
(Eng) 

A, kybd, 2 vln, (opt cello, bvl)/(opt 2 
vln, cello) 

ed. Landshoff PETERS 


PETERS 
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With Loudest Rejoicing 
SA, cont 

CONCORDIA 

Wohl euch, ihr auserwahlten Seelen 
(CerEng) 

A, 2 fl, cem stgs 

BREITKOPF W (A: Associated) 
Yet Jesus will the Righteous Keep (can¬ 
tata 46) (CerEng) 

A, 2 treb/2 fl, ob da caccia/enghn/ 
vla/vin 

ed. Champion SCHOTT (A: E-A) 
BACHELET, ALFRED: 

Chere Nuit 

S, opt vin, pf (2 keys) 

LEDUC (A; Presser) 

BADINGS, HENK: 

Armageddon 

S, wind symphony, elec tape 

PETERS 

4 Cradle Songs (Dutch) 

low, stgs 

DONEMUS (A: Peters) 
3 Old Dutch Songs 
Bar/A, fl, harp 

DONEMUS (A: Peters) 

3 Sacred Songs from Old English Texts 
(Eng) 

A, ob, org 

DONEMUS (A: Peters) 

BAIRD, TADDEUSZ: 

5 Songs (PolGer) 

Mez, 16 instr 

CHESTER (A: Magna) 

4 Songs (PolCer) 

Mez, chamb grp 

CHESTER (A; Magna) 

BAIASSA, SAN DOR: 

Antinomia (Hung) 

S, cl, cello 

BUDAPEST (A: Boosey) 
BALAZS, FREDERIC: 

Sonnets after Elizabeth Barrett 
Browning 

high, 4 stgs; high, fl, ob, cl, bsn, 
harp, stgs 

ACA 

BALES, RICHARD: 

Beneath a Weeping Willow's Shade (F. 
Hopkinson) 

Bar, fl, cl, ob, bsn, 2 hn, perc, harp, 
stgs 

arr. Bales SOUTHERN PEER 


Ozymandias 

S, fl, 2 cl, ob, bsn, 2 hn, stgs 

SOUTHERN PEER 

BANCQUART, ALAIN: 

Proche 

B, cello/vla 

JO BERT (A: Presser) 

BANKS, DON: 

Tirade 

med, pf, harp, perc 

SCHOTT (A; E-A) 

BANTOCK, GRANVILLE: 

3 Idylls from Greek Anthology 
A, fl, opt cello 

CRAMER (A; Brodt) 

BARBE, HELMUT: 

Requiem 1965 

S, fl, ob. bsn, via, cello, bvl 

HANSSLER (A: Peters) 

BARBER, SAMUEL: 

A Hand of Bridge Op. 35 (Menotti) 
SATB, chamb orch/pf 

SCHIRMER 

Dover Beach Op. 3 
Bar/med, stqt/pf 

SCHIRMER 

BARRAQUE, JEAN: 

Chant apres chant (Barraque; Broch) 

S, 6 perc, pf 

BRUZZI 

Sequence (Nietzsche) 

S, 3 perc, vibra, cel, pf, harp, vIn, 
cello 

BRUZZI 

BARTLET, JOHN: (ca, 1606~?) 

A Book of Ayres 

medmed-high (1-2) vcs. pf/lute 
ed. Fellowes STAINER (A; Galaxy) 
BASSANI, GIOVANNI: (1657-1716) 

Cantata a una voce 
high, pf 

realized Malipiero NYP LI BE 
Nascere, nascere, dive puellule (Lat) 

A, cont 

ed. Ewerhart BIELER 

BASSETT, LESLIE: 

Time and Beyond 
Bar, cl, cello, pf 

PETERS 

BAUR, JURG: 

Herz stirb oder singe (4) 
high, fl, stgs 


LITOLFF (A: Peters) 
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BAUTISTA, JULIAN: 

4 Cantos Callegos 

Contr, fl, ob, cl, via, cello, harp 

SOUTHERN PEER 

BAVlCCHi, JOHN: 

To the Lighthouse 
S, hn, pf 

SEESAW 

Trio #3 

A, vln, cello 

SEESAW 

BEALE, JAMES: 


Lamentations Op. 35 (sacred) 
S, fl, pf 



ACA 

Proverbs Op. 28 (sacred) 


Bar, enghn, vibra, pf/cello 

ACA 

3 Songs Op. 33 


S, vln, via 

ACA 

BECK, CONRAD: 



Die Sonnenfinsternis (cantata) 

A, fl, cl, hspcd, stgs 

SCHOTT (A: E-A) 

3 Herbstgesange (Rilke) 

high, org/pf 

SCHOTTS (A: E-A) 

Herbstfeuer (6) 

A, chamb grp 

SCHOTT (A: E-A) 

Kammerkantate nach Sonetten der 
Louise Labe 
S, fl, pf, stgs 

SCHOTTS (A; E-A) 

BECKER, G.: 

Moirolgi 

high female vc, 2 cl, bcl, harp 

ZIMMER (A: Peters) 

BECKER, GUNTHER: 

Rigolo 

high, fl, cl, vln, cello, pf, treb instr 
CERIC (A: Bel win) 

BECKER, JOHN: 

Psalms of Love 
med, org 

ACA 

BECKER-FOSS, JURGEN: 

4 geistliche Konzerte 

A, vln/2 vln/S rec, org 

HANSSLER (A; Peters) 

BECKWITH, JOHN: 

4 Songs (Jonson) (VOLPONE) 

Bar, gtr 


BEDFORD, DAVID: 

Music for Albion Moonlight 

S, fl, cl, pf, vln, cello, harmonica 

UNIVERSAL (A: E-A) 
That White and Radiant Legend 

S, narr, 8 instr 

UNIVERSAL (A; E-A) 
The Tentacles of the Dark Nebula 

T, 3 vln, 2 via, 2 celli, bvl 

UNIVERSAL (A; E-A) 

BEEKHUIS, HANNA: 

Dormeuse 

3 female vcs, fl, cello, harp 

DON EMUS (A; Peters) 

Les Deux Flutes 
Mez, 2 fl, pf 

DON EMUS (A: Peters) 

Nocturne 
SABar, pf 

DONEMUS (A: Peters) 
Reflets du Japon (Fr) 

A, via 

DONEMUS (A; Peters) 

3 Church Lieder 
med-high, pf, cello 

DONEMUS (A: Peters) 
3 Lieder from Cezelle 
S, pf, cello 

DONEMUS (A: Peters) 

BEESON, JACK: 

A Creole Mystery (Hearn) 
med, stqt 

BOOSEY 

The Day's No Rounder than its Angles 
are (Viereck) 
med, stqt 

BOOSEY 

BEETHOVEN, LUDWIG VAN: 

Come to Me (sacred) 

high, org, harp/pf; low, org, harp/pf 
SCHIRMER 

Complete Works (reprint of Breitkopf 
Edition) 

var instr and vocal combos 

UNIV MUS ED 
English, Italian, Scottish Songs 
med (1-2) vcs, vln, cello, pf 

KALMUS (A: Belwin) 

5 Arien 

T (1), S (2), B (2), chamb grp 

BREITKOPF W (A: Associated) 
Gesange mit Orchester Vol 2 
var vcs, chamb instr 

BREITKOPF W (A: Associated) 


BERANDOL 
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Neue Volksliederheft 
var vcs, pf, vln, cello 

ed. Schunemann 
BREITKOPF L (A: Broude) 
No, non turbati (scene and aria) 
Op. 92 

S, stgs/pf 

BARENREITER (A; Magna) 
O welch ein Leben! Ein ganzes Meer 
(from 5 ARIEN) 

T, 2 ob, 2 bsn, 2 hn, stgs 

BREITKOPF W (A.Associated) 
PART SONGS (See Voice with Other 
Voices) 

6 Irish Songs 

med, vln, cello, pf 
ed. Bennett MERCURY (A: Presser) 
6 Scottish Songs 
med, vln, cello, pf 
ed. Bennett MERCURY (A: Presser) 
12 Scottish Songs Op. 227 

1-3 vcs, pf, vln, cello (TB (2); STB 
(3); SAB (D) 

PETERS 

20 Irish Songs (with 25 Irish Songs) 
med (1-2) vcs. vln, cello, pf 

KALMUS (A: Belwin) 
25 Irish Songs (with 20 Irish Songs) 
med (1-2) vcs, vln, cello, pf 

KALMUS (A: Belwin) 

25 Scottish and Irish Songs Op. 108 
med (1-2) vcs, vln, cello, pf 

BARENREITER (A: Magna); 
KALMUS (A: Belwin) 

26 Welsh Songs Op. 226 

med (1-2) vcs, vln, cello, pf 

KALMUS (A: Belwin) 
23 Folksongs (Tyrol, Swiss, Swedish, 
Spanish, others) 

med, pf, vln, cello 

ed. Schunemann 
BREITKOPF L (A; Broude) 

BEHREND, SIEGFRIED: 

Bergerettes (Fr folk) (18th century) 
med, gtr 

SIKORSKI (A: Associated) 
Impressionen einer spanischen Reise 
(Suite #6) 

med-high, gtr 

SIKORSKI (A; Associated); LIBE C 
Jiddische Hochzeit (Marriage) (Ger) 
high, gtr 

HANSEN F (A: Magna) 
Lasst mich leben (cycle) 
med-high, gtr 

SIKORSKI (A; Associated) 


Songs by M. de Cervantes and others 
for Guitar and Voice 
med, gtr 

SCHAUER (A; Associated) 
Suite on Polish Folk Melodies (Pol) 
med, gtr 

BOTE (A: Associated) 
Weihnachtsgeschichte (Christmas) 
any vc, perc, gtr 

ZIMMER (A; Peters) 
BELL, CARLA HUSTON: 

Suite for a Creek Festival 

var vcs, finger cym, S rec, A rec, 
vln, via, cello 

AMC 

BELLINI, VINCENZO: 

Dolente Immagine di Fille Mia 
S, fl 

ed. Segovia SCHOTT (A. E-A) 
Gratius Agimus 

S, fl, cl, 2 hn, stgs 

BRUZZI 

BENEVOLI, ORAZIO: (1605-1672) 

Ego autem pro te, Domine (Lat) 

S/T, cont 

ed. Ewerhart BIELER 

BENGUEREL, XAVIER: 

Ballade von der singenden Frau in der 
Nacht (diff) 

SSA, 4 vln, via, cello, bvl 

BARENREITER (A; Magna) 
Paraules de cada dia (PortCer) (3) (diff) 
Mez, 3 fl, 2 cl, perc, harp, pf, cel, 
vibra 

MODERN 

BENHAMOU, MAURICE: 

Mizmor-chir 

S, fl, hn, tpt, tmb, vln, via, cello, 
bvl, vibra 

jOBERT (A: Presser) 
BENNETT, RICHARD RODNEY: 

Crazy Jane 

S, cl, cello, pf 

UNIVERSAL (A: E-A) 

Jazz Pastoral 

any vc, jazz orch 

UNIVERSAL (A: E-A) 

London Pastorale 

T, chamb grp 

BELWIN 

The Approaches of Sleep 
SATB, 10 instr 

BELWIN 

Tom O'Bedlan's Song 
T, cello 


BELWIN 
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BENSON, WARREN: 

Shadow Wood (Williams) (5) 

S, ww 

MCA (A: Bel win) 

BENTON, DANIEL: 


Dirge 

S, vln, fl. A fl, tpt, 4 perc, cello, 
bsn, bass tmb 



SEESAW 

Love Song 


S/A, fl, harp 

SEESAW 

Lux Aeterna 


Contr, bvl, org 

SEESAW 

2 Shakespeare Songs 


S, vln, fl, bcl 

SEESAW 


BENVENUTI, ARRIGO: 

Cantus Gemellus 

S, fl 

BRUZZl 

BERGER, ARTHUR: 

3 Poems of Yeats (from WORDS FOR 
MUSIC, PERHAPS) 

med, fl, A cl, cello 

NEW MUS ED (A: Presser) 

BERGER, JEAN: 

5 Songs (Mary Stuart, Queen of Scots) 

med, fl, via, cello 

SHEPPARD (A: Boonin) 

4 Sonnets (PortEng) 

male/med, pf/4 stgs 

SCHIRMER 

6 Rondeaux 

med, via 

SHEPPARD (A; E-A) 

3 Canciones (Sp) 
med, pf, via, cello 

SHEPPARD (A: Boonin) 

BERIO, LUCIANO: 

Agnus 
SS, 3 cl 

UNIVERSAL (A: Schirmer) 
Chamber Music (Joyce) 
med, cl, cello, harp 

ZERBONI (A: Boosey) 
Circles (cummings) 

female vc, harp, 2 perc 

UNIVERSAL (A: Schirmer) 

El Mar la Mar 

S/Mez, fl, 2 cl, accor, harp, bvl 

UNIVERSAL (A: Schirmer) 

Folk Songs 

Mez, fl, pic, cl, bsn, via, harp, bvl 

UNIVERSAL (A; Schirmer) 


O King 

Mez, fl, cl, vln, cello, pf 

UNIVERSAL (A; Schirmer) 
Melodrama from OPERA 

T, fl, cl, perc, pf, elec org, vln, 
cello, bvl 

UNIVERSAL (A; Schirmer) 

BERKELEY, LENNOX: 

4 Poems Op. 27 (St. Teresa d'Avila) 
Contr, stgs 

CHESTER (A: Magna) 
Songs of the Half Light Op. 65 (5) (de 
la Mare) 
high, gtr 

CHESTER (A: Magna) 

Stabat Mater (Lat) 

SSATBarB, chamb grp 

CHESTER (A: Magna) 

BERLINSKI, HERMAN: 

Psalm 23 
high, fl 

PRESSER 

BERLIOZ, HECTOR: 

Complete Songs of Berlioz Vol 1-10 
var (1-2) vcs, pf (SBar; TB; SMez; 
SContr; highhigh; 2 eq vcs) 

KALMUS (A; Belwin) 
Hector Berlioz Works Vol 1-20 
var instr and vocal combos 

ed. Malherbe; Weingartner 
UNIV MUS ED 

Le jeune Patre Breton Op. 13 #4 
S/T, hn, pf 

BREITKOPF L(A: Broude) 
Les Nuits d'Ete Op.7 

S/T, 2 fl, ob, 2 cl, 2 bsn, 3 hn, harp, 
stgs 

BREITKOPF W (A: Associated) 

BERMUDO, FRAY JUAN: (ca. 1510-ca. 

1555) 

Mira Nero de Tarpeya 
med, gtr 

ed. Azpiazu UME (A: Associated) 

BERNABEI, ERCOLE: (ca. 1620-1687) 

Heu me Miseram et Infelicem (sacred) 
S/T, cont 

ed. Ewerhart BIELER 
In Hymnis et Canticis 
S/T, cont 

ed. Ewerhart BIELER 

BERNHARD, CHRISTOPH: (1627-1692) 

Aus der Tiefen ruf ich, Herr, zu dir 
(cantata) (med diff) 

S, 2 vln, cont 

ed. Grusnick 
BARENREITER (A: Magna) 
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Jauchzet dem Herren 
SS, 2 v!n, cont 

ed. Gmsnick 
BARENREITER(A: Magna) 
Jerusalem, Thou that Killest the 
Prophets 

SAB, 2 vln, cont 

CONCORDIA 
Furchtet euch nicht (Xmas) 

S, 2 vln, ob/vin, cont 

ed. Grusnick 
BARENREITER (A: Magna) 
Was betrubst du dich, meine Seele 
(med diff) 

A, vln, via, cello, cont 

ed. Grusnick 
BARENREITER (A: Magna) 

BERNIER, NICOLAS: (1664-1734) 

Le Cafe (cantata) (med diff) 

S, vin/fl, cont 

ed. Hinnenthal 
BARENREITER (A: Magna) 

BESARD, JEAN-BAPTISTE: (1567-?) 

Belles Deesses 
med, gtr 

ed. Pujol ESCHIG (A; Associated) 
Cruelle Departie 
med, gtr 

ed. Pujol ESCHIG (A; Associated) 
Moy, pauvre fille 
med, gtr 

ed. Pujol ESCHIG (A; Associated) 
BETTINELLI, BRUNO: 

5 Liriche di Montale 
S, fl, cl, stgs 

CARISCH (A: Boosey) 

BEURLE, JURGEN: 

Conditional 

med speaking, singing vc, pf, 3 elec 
tape 

MOECK (A; Belwin) 

Diaphon 
med, perc 

MOECK (A: Belwin) 

Sinus 

SBar, vln, via, perc 

MOECK (A; Belwin) 
Variable Realisationen 

any combo of 1-4 performers, vocal 
instr, elec tape or radio noise 

MOECK (A: Belwin) 

BEYDTS, L: 

3 Melodies 

T/med, pf (1 with fl) 

DURAND (A; Pressed 


BEYER, FRANK MICHAEL 

Biblische Szenen 

medmed, fl, ob, vln, via 

SIRIUS (A: Peters) 

BEYER, JOHAN SAMUEL (1669-1744) 
Heilig ist Gott 

ST, 2 S rec, cont 

HANSSLER (A: Peters) 


BEYER, JOHANNA: 

Ballad of the Star Eater 
S, cl 

Have Faith 
S, cl 

Stars, Songs, Faces 
S, perc, pf 

3 Songs for Soprano and Clarinet 
S, cl 


AMC 

AMC 

AMC 

AMC 


BEZANSON, PHILIP: 

Songs of Innocence 

high, fl, ob, cl, bsn, 2 hn, stgs 

ACA 


BHATIA, VANRAJ: 

The Toy-Seller (med diff) 

S, vln, pf 

OXFORD 

BIALOVSKY, MARTIAL 


A Christmas Hymn 

A, cl, via, cello, finger cym 



SEESAW 

6 Riddles 


med-high, tmb/bsn, cello 

SEESAW 

3 Songs 


S, cl 

SEESAW 

2 Songs 


S, B tmb 

SEESAW 

2 Voices in a Meadow 


medmed, via 

SEESAW 


BIBER, HEINRICH IGNAZ FRANZ VON: 
(1644-1704) 

Nisi Dominus Aedificaverit Domum 
B, vln, cont 

ed. Steude 
DEUTSCHER (A: Broude) 
Serenade (sacred cantata) (med diff) 

B, stgs, cont 

ed. NettI NAGELS (A: Magna) 
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BIBERIAN, GILBERT: 

Epigrams (cycle) (de Cailly) (4) (Fr) (med 
diff) 

high, gtr 

Berben (A: Presser) 

BINKERD, GORDON: 

Portrait Interieur (Rilke) (diff) 

Mez, (vin, cello)/pf 

BOOSEY 

Secret-Love (Dryden) 
med-high, cello, harp 

BOOSEY 

3 Songs for Mezzo and String Quartet 
(diff) (Crapsey, Herrick) 

Mez, stqt/pf 

BOOSEY 

BIRTWISTLE, HARRISON: 

Cantata 

S, fl/pic, cl, vin/vla, cello, pf/cel, 
glock 

UNIVERSAL (A; E-A) 
Monody for Corpus Christi 
S, fl, vln, hn 

UNIVERSAL (A: E-A) 
Entr'actes and Sappho Fragments 
S, fl, ob, vln, via, harp, perc 

UNIVERSAL (A: E-A) 
Nenia on the Death of Orpheus 
(Zinovieff) 

S, 3 bcl, pf, crotales 

UNIVERSAL (A: E-A) 
Prologue: (Greek texts) 

T, bsn, 2 tpt, hn, tmb, vln, bvl 

UNIVERSAL (A: E-A) 
Ring a Dumb Carillon (Logue) 

S, cl, perc 

UNIVERSAL (A: E-A) 

BISSELL, KEITH: 

4 Songs for High Voice and Harp 

high, harp 

WATERLOO (A: Associated) 
Overheard on a Salt Marsh 
Mez, fl, pf 

KERBY (A: Boonin) 

BLACHER, BORIS: 

5 Negro Spirituals 

med-high, 3 cl, tmb, perc, bvl 

BOTE (A: Associated) 
Francesca da Rimini Op. 47 (Cer) 

S, vln 

BOTE (A: Associated) 
Jazz-Koloraturen Op. 1 (vocalise) 

S, A sax, bsn 

BOTE (A: Associated) 
13 Ways of Looking at a Blackbird 
(EngCer) 
high, stqt 


BLAKE, DAVID: 

In Praise of Krishna 

S, fl, cl, bcl, hn, harp, 2 vln, via, 
cello 

NOVELLO (A; Bel win) 

BLANK, ALLAN: 

Being (3) 

S, cl 

ACA 

Coalitions 

S, 2 cl, tmb, pf, 2 perc 

AMC 


Don't Let That Horse eat That Violin 
S, opt vln, bsn 



SEESAW 

Esther's Monologue 


S, ob, via, cello 

ACA 

4 Dream Poems 


S, cl, tpt, pf 

AMC 

4 Poems (Dickinson) 


S, fl, cl 

ACA 

6 Significant Landscapes 


S, small orch 

ACA 


The Penny Candystore behind the El 
S, bsn 


SEESAW 

BLISS, SIR ARTHUR: 

A Knot of Riddles (anonymous 
riddles from Exeter Cathedral Library) 
(7) (med diff) 

Bar, fl, ob, cl, bsn, hn, harp, stgs 

NOVELLO (A: Belwin) 

Elegiac Sonnet 
T, stqt, pf 

NOVELLO (A: Belwin) 

Madame Noy 

S, fl, cl, bsn, via, harp, bvl 

CHESTER (A: Magna) 
The Enchantress (scena) 

A, pf/20 instr 

NOVELLO (A: Belwin) 
2 Nursery Rhymes (Cornford) 

S, cl/vla (1 with pf, 1 without pf) 

CHESTER (A: Magna) 
BLOW, JOHN: (1648-1708) 

Ode on the Death of Mr. Henry 
Purcell 

2 counter T/2 Contr, 2 rec, cont 

ASSOCIATED 
(A: Schirmer/Associated) 


BOTE (A: Associated) 
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BLUMENFELD, HAROLD: 

E rose apes 

S, ww qnt, stg trio 

SEESAW 

Rilke for Voice and Guitar 
med, gtr 

SEESAW 

Vies Anterieures 

ATB, gtr, pf, 5 perc, 2 via, 2 celli, 
ebsn, tape 

SEESAW 

Voyage 

Bar, gtr, via, 2 perc 

AMC 

BOATWRIGHT, HOWARD: 

Black is the Color (easy) 

S, vin 

OXFORD 

Cock Robin (easy) 

med, rec/melody instr 

OXFORD 

Gypsy Laddie (easy) 
med, 2 melody instr 

OXFORD 

One Morning in May (med easy) 
med, vIn 

OXFORD 

2 Folk Songs (easy) 

S, vin 

OXFORD 

BOCCHERINI, LUIGI: 

Cuius Animam 
S, stgs 

BARENREITER (A: Magna) 

BODDECKER, PHILIPP FRIEDRICH: 

(1683-?) 

Natus est Jesus (Xmas) (LatGer) 
high, pf, opt cello 

NAGELS (A; Magna) 
Natus est Jesus (Xmas) 
high, gtr 

ed. Behrend ZIMMER (A; Peters) 
BOESMANS, PHILIPPE: 

Upon La-Mi 

S, amplified hn, fl, cl, pf, 2 vin, 
harp, cello, perc, bvl 

JOBERT (A: Pressed 

BOIS, ROB DU: 

Inferno 

S, 2 vin, cello, hpsed 

DONEMUS (A: Peters) 
Pour faire chanter la Polonaise 
S, fl, 3 pf 

DONEMUS (A: Peters) 
Songs of Innocence 
TcounterT, rec, bvl 

DONEMUS (A: Peters) 


Words 

Mez, fl, cello, pf 

DONEMUS (A; Peters) 

BOND, VICTORIA: 

Cornography 
S, hn, bsn 

SEESAW 

Suite aux Troubadours 
S, lute, fl, ob, via, cello 

SEESAW 

BON DON, JACQUES: 

Le Pain de Serpent (4) 

S, fl, cl, bsn, 3 perc, xylo, 
vibra, cel 

TRANSAT (A: Presser) 
BONONCINI, GIOVANNI: 

Piu non ti voglio credere (ALTE 
MEISTER DES BEL CANTO-Vol I) 

S, vin, pf 

ed. Landshoff PETERS 
BORNEFELD, HELMUT: 

Der Herr ist mein getreuer Hirt 
(cantata 5) (diff) 

S, fl/A rec, org 

BARENREITER (A: Magna) 
O glaubig Herz, gebenedei (cantata 1) 
(sacred) (med diff) 

S, org 

BARENREITER (A: Magna) 
Wie schonleuchtet der Morgenstern 
SS, fl, org, vin, via, cont 

HANSSLER (A: Peters) 

BORRIS, SIGFRIED; 

3 Poems for Tenor (Eng) 

T, fl, ob, bsn, hn 

SIRIUS (A: Peters) 
BORUP-JORGENSEN, AXEL: 

Winterelegie Op. 55 

SMezA, fl, ob, bsn, pf, vin, via 

FOG (A: Peters) 

BOSSI, RENZO: 

Echi del Mare Op. 23 (5) 

S, 4 stgs 

BONGIOVANNI (A: Belwin) 
BOTTO VALLARINO, CARLOS: 

Cantos al Amor y la Muerte (SpEng) 
high, stqt 

SOUTHERN PEER 

BOULANGER, LILI: 

Psalm 129 I Is m'ont assez opprime de 
ma jeunesse 
Bar, instr/pf 

DURAND (A: Presser) 
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BOULEZ, PIERRE: 

2 Improvisations sur Mallarme 
S, harp, vibra, bells, 4 perc 

UNIVERSAL (A: E-A) 

Don 

S, instr 

UNIVERSAL (A: E-A) 
Le Marteau sans Maitre 

A, fl, marimba, vibra, perc, gtr, via 
UNIVERSAL {A: E-A) 

Tom beau V 

S, instr 

UNIVERSAL (A: E-A) 

BOWLES, PAUL: 

Picnic Cantata 

4 female vcs, 2 pf, perc 

LIBE C 

Scenes d'Anabase (PERSE) 

T, ob, pf 

LIBE C 

BOXBERG, CHRISTIAN LUDWIG: 

(1670-ca, 1730) 

Mache die Tore weit 

S, 2 S rec, 2 vin, cont 

HANSSLER (A: Peters) 

BRAGA, GAETANO: 

Angel's Serenade (La Serenata) 
high/med, vin/fl, cello obblig 

PRESSER 

BRAHMS, JOHANNES: 

Ausgewahite Lieder Vol 1, 2 (Cer) 
med, gtr 

ed. Domandl 
SCHAUER (A: Associated) 
Selected Songs Vol I, II 
med, gtr 

ed. Domandl 
SCHAUER (A: Associated) 
2 Songs for Contralto Op. 91 
Contr, pf, opt vla/cello 

INTERNATL 

BRANT, HENRY: 

Admonition (7 min) 

Contr, 3 tmbs, pf, chimes 

ACA 

Barricades 

T, ob/S sax, pf, hand organ/(cl, bsn, 
tmb), stgs, xylo, pic 

MCA (A: Bel win) 

Dialogue in the Jungle 
ST, winds, perc 

MCA (A: Belwin) 

Encephalograms 

highhigh, chamb grp (harp, org, 
perc, pf, pic, ob, cl) 


Millennium 

SS, brass, perc 

MCA (A: Belwin) 

Mythical Beasts 
Mez, chamb grp 

MCA (A: Belwin) 

The Crossing 

T, fl, ob, via, cello, pf 

ACA 

The Fire Garden 

T, fl, timp, chimes, xylo, glock 

ACA 

The Fourth Season (7 min) 

Mez, vIn, fl, ob, perc 

ACA 

BREHM, ALVIN: 

6 Songs set to Garcia Lorca 
S, 10 instr/pf 

MARKS (A: Belwin) 
BREVI, GIOVANNI BATTISTA: 

Catenae Terrenae (sacred) (Lat) 

B, cont 

ed. Ewerhart BIELER 
Deliciae Terrenae (sacred) (Lat) 

S/T, cont 

ed. Ewerhart BIELER 
O Spiritus Angelici (sacred) (Lat) 

A, cont 

ed. Ewerhart BIELER 

BRINGS, ALLEN: 

3 Sonetti di Michelangelo Buonarroti 

S, (fl, cl, vin, cello, bvl, pf, perc)/pf 

SEESAW 

BRITAIN, RADIE: 

Barcarola (vocalise) 
med-high, 8 celli/pf 

SEESAW 

BRITTEN, BENJAMIN: 

A Birthday Hansel 

T, harp 

FABER (A; Schirmer) 
Canticle III (Sitwell) Op. 55 
T, hn, pf 

BOOSEY 

Canticle V (Eliot: THE DEATH OF ST. 
NARCISSUS) (7 min) 

T, harp 

SCHIRMER 

Folk Song Arrangements Vol 6 
high, gtr 

ed. Britten BOOSEY 
Les Illuminations Op. 18 (9) 
high, stgs 

BOOSEY 


ACA 
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Nocturne Op. 60 (cycle) 

T, 7 obblig instr, stgs 

BOOSEY 

Phaedre (cantata) 

Mez, stgs, perc, timp 

SCHIRMER 

Serenade Op. 3T (cycle) 

T, hn stqt/ stg orch 

BOOSEY 

Songs from the Chinese Op. 58 (6) 
high, gtr 

BOOSEY 

BROGUE, ROSLYN: 

Childing 

S, fl, cello, hpsch 

AMC 

Darest Thou Now, O Soul 
S, cl, cello 

AMC 

5 Songs of Courtly Love 
S, fl, hpscd 

AMC 

BROQUA, ALFONSO: 

3 Cantos Uruguayos 
high, fl, 2 gtr 

ed. Pujol 

ASSOCIATED (A: Schirmer/Associated) 

BROSSARD, SEBASTIEN DE: (1655-1730) 

Festival Martyres 
S/T, cont 

ed. Ewerhart BIELER 

O Plenus Irarum Dies (Lat) (sacred) 

B, cont 

ed. Ewerhart BIELER 

Quemadmodum desiderat cervus 

(sacred) (Lat) 

S/T, cont 

ed. Ewerhart BIELER 

Sonitus Armorum (sacred) (Lat) 

A, cont 

ed. Ewerhart BIELER 

BROWN, ANTHONY: 

Soundscapes I (no words) 

S, sax, bsn, tpt, vin, pf, 
perc, tape 

SEESAW 

BROWN, NEWEL KAY: 


Glaser Set 

Mez, tpt, cl, pf 



SEESAW 

Hopkins Set 


Bar, tmb 

SEESAW 

Rossetti Set 


S, hn, fl 

SEESAW 


6 Songs in Miniature 
S, ob, pf 

SEESAW 

BROZEN, MICHAEL 

In Memoriam (Tennyson) 

S, stgs 

PRESSER 

BRUCKNER, ANTON: 

Ave Maria 

A, stqt 

LEUCKART 

Jesus, Redeemer, Our Loving Saviour 
high, org; low, org 

PETERS 

BRUHNS, NICHOLAUS: (1665-1697) 

De Profundis Clamavi (sacred) (Lat) 

B, org, 2 vIn, cello 

ed. Stein PETERS 

Der Herr hat seinen Stuhl im Himmel 
bereitet (sacred) (Ger) 

B, bsn, org, 2 vin, 2 via, cello 

ed. Stein PETERS 
Erstanden ist der heilige Christ (sacred) 
(Ger) 

TT/SS, org, 2 vin, cello 

ed. Stein PETERS 

Hemmt eure Tranenflut (sacred) (Ger) 
SATB, bsn, org, 2 vin, 2 via, cello 

ed. Stein PETERS 
jauchzet dem Herren alle Welt (sacred) 
(Ger) 

T/S, org, 2 vin, cello 

ed. Stein PETERS 
jauchzet dem Herren alle Welt (sacred) 
(Psalm 100) 

S, cem, stgs, opt tmb 

ed. Walter 
BREITKOPF W (A; Associated) 
Mein Herz ist bereit (sacred) (Ger) 

B, org, vin, cello 

ed. Stein PETERS 
Muss nicht der Mensch auf dieser 
Erden (sacred) (Ger) 

SATB, bsn, 2 tpt, org, 2 vin, 2 via, 
cello 

ed. Stein PETERS 
Paratum cor meum (sacred) (Lat) 
TTB/SSB, org, vin, 2 via, cello 

ed. Stein PETERS 
Wohl dem der Herren furchtet (sacred) 
(Ger) 

SSB, org, bsn, 2 vin, 2 via, cello 

ed. Stein PETERS 

BRUNNER, ADOLF: 

Gesprach jesu mit Nikodemus (diff) 

TB, ob, stgs, org 

BARENREITER (A; Magna) 
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BRUNNER, ADOLF: (cont'd.) 

Tanzkantate (med diff) 
high, vin, cello, org 

BARENREITER (A: Magna) 

BRUNO, CARLO: 

3 Sonetti di Rustico di Filippo 
S, fl, cl, hn, bsn, pf, vIn, 2 cello 

CURCI 

BUCCl, MARC: 

Concerto for a Singing Instrument 
any vc, stgs, harp, pf 

FRANK (A: Blockwood) 

BURKHARD, PAUL 

The Examination (Schweitzer) 

(5) (CerEngFr) 

S/Mez, harp 

UNIVERSAL (A; E-A) 

BURKHARD, WILLY: 

Das ewige Brausen (Hamsun) 

B, chamb grp 

SCHOTT (A: E-A) 
Der Sonntag Op. 63 (cantata) 

(Gotthelf) 

med, vln, cello, pf 

BARENREITER (A: Magna) 
Die Versuchung Jesu Op. 44 (diff) 

B/A, org 

BARENREITER (A: Magna) 
Herbstkantate Op. 36 (Morgenstern) 

S, vln, cello, pf 

SCHOTTS (A: Belwin) 
Magnificat Op. 64 (diff) 

S, org/stgs 

BARENREITER (A: Magna) 
3 Duets Op. 11 (Hebbel) 

SA, vln 

BARENREITER (A: Magna) 
Und als der Tag der Pfingsten erfullt 
war Op. 48 (diff) 
low, org 

BARENREITER (A: Magna) 
BURKHART, FRANZ: 

3 Adventlieder 

med, ob, gtr 

DOBLINGER (A; Associated) 
BUSH, GEOFFREY: 

Farewell Earth's Bliss 
Bar, stgs 

NOVELLO (A: Belwin) 

4 Songs from Hesperides 

Bar, stgs 

NOVELLO (A; Belwin) 
Lover's Progress (cycle) 

T, ob, cl, bsn 

ELKIN (A: Novello) 


Songs of Wonder 
S/T, stgs 

NOVELLO (A; Belwin) 
3 Songs for High Voice 
high, stgs 

NOVELLO (A; Belwin) 
BUSSOTTI, SYLVANO: 

II Nudo (TORSO) 

S, pf, 4 stgs 

MOECK (A: Belwin) 

Pieces du Chair II 

Bar/Female vc, instr, pf 

RICORDI (A; Schirmer) 
Siciliano (Carapezza) 

12 male vcs, acap 

BRUZZI 

BUXTEHUDE, DIETRICH: 

Also hat Gott die Welt geliebet (Can¬ 
tata 5) (med diff) 

S, 2 vln, cont 

BARENREITER (A: Magna) 
Aperite mihi portas justitiae (Psalm 118) 
(cantata) (EngLat) 

ATB/TTB, opt 2 vln, pf/org 

PETERS 

Canite Jesu Nostro 

SSBar, 2 vln, cello, cont 

BARENREITER (A: Magna) 
Cantate Domino 
SSB, cont 

CHESTER (A: Magna) 
Cantate Domino Canticum Novum 
(EngLat) 

SSB, org 

CONCORDIA 

Dixit Dominus Domino Meo (Psalm 
110 ) 

S/T, stgs, cont 

BARENREITER (A: magna) 
Entreisst euch, meine Sinnen (med diff) 
(with Was mich auf dieser Welt 
betrubt) 

S, 2 vln, cont 

PETERS 

God, Create in Me a Clean Heart 
S/T, 2 vln, cello, cont 

CONCORDIA 

He Lives (Easter aria) 

S/T, vln, via, org, opt cello 

CONCORDIA 

Herr, auf dich traue ich (Cantata 2) 
(med diff) 

S, 2 vln, cont 

BARENREITER (A: Magna) 
Herr, nun lasst Du (cantata 10) 

(med diff) 

T, 2 vln, cont 

ed. Matthaei 
BARENREITER (A: Magna) 
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Herr, wenn ich nur dich habe 
(cantata 12) (med diff) 

S, 2 vin, via, cont 

BARENREITER (A; Magna) 
! am the Resurrection 
B, 2 vin, cello/bsn, org 

CONCORDIA 

Ich halte es dafur 
SB, stg trio, cont 

HANSSLER (A: Peters) 
In Dulci Jubilo (Xmas) (LatCer) 

SSB, 2 vin, cont 

HANSEN (A: Magna) 
In Te, Domine, Speravi (cantata) (Lat) 
SAB, cont 

HANSEN (A; Magna) 
Jubilate Domino (Cantata 7) (med diff) 

A. gamba, cello, cont 

BARENREITER (A: Magna) 
Klaglied (med diff) 

S, 2 vin, cont 

BARENREITER (A: Magna) 
Kommst du, Licht der Heiden? 

(cantata) 

SSB, stgs, cont 

HANSEN (A; Magna) 
Lauda Sion Salvatorem (cantata) (Lat) 
SSB, stgs, cont 

HANSEN (A: Magna) 
Laudate Dominum (cantata 9) (med 
diff) 

S, 2 vin, opt bsn, cont 

ed. Grusnick 
BARENREITER (A: Magna) 
Mein Herz ist bereit (cantata 8) (med 
diff) 

B, 3 vin, cello, cont 

ed. Matthaei 
BARENREITER (A; Magna) 
Mit Fried und Freud ich fahr dahin 
(med diff) 

S/A, B, stgs 

ed. Fedtke 
BARENREITER (A: Magna) 
Nun freut euch, ihr Frommen, mit mir 
(cantata) (med diff) 

SS, 2 vin, cont 

ed. Fedtke 
BARENREITER (A: Magna) 
O Clemens, O Mitis, O Coelistis Pater 
(cantata) (Lat) 

S, stgs, org 

HANSEN (A; Magna) 
O frohliche Stunden (cantata 6) (Easter) 
S, 2 vin, cello, cont 

ed. Matthaei 
BARENREITER (A: Magna) 


O Gottes Stadt (cantata) (med diff) 
(CerEng) 

S, stqt, cont 

ed. Matthaei 
BARENREITER (A: Magna) 
O How Blessed 

TB/AB, cello, vin, cont 

CONCORDIA 

O jesu Christe, Gottes Sohn 
high, 2 S rec, cont 

HANSSLER (A. Peters) 

Salve jesu. Paths 

SS, 2 vin, cello/bvl, org 

PETERS 

Schaffe in mir, Gott, ein rein Herz 
(Cantata 11) 

S, 2 vin, cello obblig, cont 

BARENREITER (A: Magna) 
Schonster jesu, liebstes Leben (aria) 

S, 2 vin, org 

HANSEN F (A; Magna) 
Sicut Modo Ceniti Infantes (cantata 5) 
(Easter) (med diff) 

ATB, 2 vin, cello, cont 

ed. Grusnick 
BARENREITER (A; Magna) 
Sicut Moses (cantata 3) (med diff) 

S, 2 vin, cello, bvl 

ed. Matthaei 
BARENREITER (A: Magna) 
Singet dem Herrn (cantata 1) 

(med diff) 

S, vin, cont 

ed. Matthaei 
BARENREITER (A; Magna) 
Sing to the Lord a New Song 
(cantata 1) (CerEng) 

S, vin, cont 

CONCORDIA 

Three Lovely Things There Be 
(cantata) 

SB, 2 vin, cont 

CONCORDIA 

Vulnerasti Cor Meum (cantata 6) 

(Easter) (med diff) 

SSB, 2 vin, 2 via, cello, cont 

ed. Grusnick 
BARENREITER (A: Magna) 
Wake, Awake for Night is Flying (can¬ 
tata) (CerEng) 

SSB, stgs, cont 

CONCORDIA 

Was mich auf dieser Welt betrubt 
(cantata) (med diff) (with Entriesst euch) 
S, 2 vin, cont 

PETERS 

Wie soil ich dich empfangen 
SSB, 2 vin, bsn, cont 

GERIG (A; Bel win) 
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BYRD, WILLIAM: 

Songs (sacred and secular) Vol 15 
var (1-3) vcs, 4 stgs/stg orch 
ed. Fellowes STAINER (A: Galaxy) 
Songs of Sundrie Natures (47) Vol 13 
var (1-6) vcs, 4 stgs/stg orch 

ed. Fellowes 
STAINER (A: Galaxy) 

CACCINI, FRANCESCO: 

Arie fur Sopran 

S, 2 fl/2 vin, harp, cont 

FMA (A: Peters) 

O che nuovo stupore 
Mex vla/fl/rec/ob,pf 

ed. Flothuis PETERS 

CACIOPPO, G.: 

Time on Time in Miracles 

S, cello, pf, perc, 2 hn, T tmb, 

B tmb 

BERANDOL 

CAGE, JOHN: 

A Flower (4 min) 
any vc, closed pf 

PETERS 

Forever and Sunsmell (cummings) 

(5 min) 

med-low, 2 perc 

PETERS 

She is Asleep I 

any 4 vcs, 12 dms 

PETERS 

The Wonderful Widow of 18 Springs (2 
min) 

med, closed pf 

PETERS 

CALABRO, LOUIS: 

Cantilena 
high, stgs 

ELK AN V (A: Presser) 
CALDARA, ANTONIO: (1670-1736) 

Flaec est regina virginum 
S, vIn, cont 

BIELER 

9 Cantatas 
var vcs, cont 

UNIVERSAL (A: E-A) 
Quell Usignuolo (SANCTA FERMA) 
(CerEngIt) 

S, fl, pf 

ZIMMER (A: Peters) 
Vaghe Luci (from ALTE MEISTER DES 
BEL CANTO - Vol 2) 

A, vin, pf 

ed. Landshoff PETERS 
Veni, dilecte, veni (sacred) (Lat) 

S/T, cont 


CALLOWAY, ANN: 

Besides This May 
S, fl, pf 

AMC 

CAMBERT, ROBERT: (1628-1677) 

Pomone 

SSS, 2 fl, 2 ob, bsn, stgs 

H LUG EL (A: Presser) 
CAMPION, THOMAS: (1567-1620) 

Songs from Rosseter's Book of Ayres 
med-high, lute 

STAINER (A: Galaxy) 

CAMPRA, ANDRE: 

Arion (cantata) (Er) (not diff) 

S, fl, cont 

ed. Eeuillie HI LJGiEl. (A: Presser) 
Domine, Dominus Noster (cantata) 

S, vin/fl, cont 

ed. I wt‘rhart lilELER 
Exaltabo te. Dt'us mtnjs, Rex (sacred) 
(Lat) 

B, cont 

t'd [ wtYhart I^IELER 
Jubilate Deo (sacred) (1 <it) 

S/T, cont 

('d. I w('rhart (FILLER 
Les Femmes (cantat«0 (f rGt‘r) 

B, stgs, cont 

(‘d. Winter 
SIKORSKI (A: A.ssociated) 
O Dulcis Amor (sac nxl) (Lat) 

(‘d I w(‘rh«irt BII LER 
Quam dulc(‘ est (sa( r(‘d) (I <it) 

A, cont 

(‘d lw(‘rfiart fill LER 
Quernadmodum dt‘sid(‘r<it ((‘rvus 
S/T, cont 

<‘d. Iw(‘rhart lilt LER 
2 Elevations (s,i( rt‘d) 

S/T, (ont 

ed, lw(‘rh<irt BIELER 

CAPLET, ANDRE: 

Sonn(‘ts 
mix], harp 

DURAND (A: Pr(‘sser) 
CAPRICORNUS, SAMUEL: (1628-166.5) 

Der gere( ht<*n Sc‘(‘l(‘n sind in ('iOtt(‘s 
Eland (m(‘d) 

SATB, 2 vin, ((‘llo, < ont 

(‘d Grusnick 
BARENRHU R (A: Magna) 
Mein Gott und El(*rr 
SSB, 2 vin, cont 

BARINKUIl R (A: Magna) 


ed. Ewerhart BIELER 
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CAPRiOLI, GIOVANNI PAOLO: 

3 geistliche Konzerte 
S/T, cont 

ed. Ewerhart BIELER 

CARILLO, jULAIN: 

Preludio a Colon (Version II) 

S, fl, 2 vln, via, cello, harp, gtr 

JOBERT (A: Presser) 

CARISSIMI, GIACOMO: (1605?-1674) 
Cantatas for 1-3 solo voices and 
Continue 

1-3 ves, cont (1 trio, 1 duet) 

NYP LIBE 

Domine, deus meus (Lat) 

S/T, cont 

ed. Ewerhart BIELER 
Jubilemus omnes et cantemus 
(LatCer) 

SSB, cont 

BARENREITER (A; Magna) 
Lucifer (sacred) 

B, cont 

ed. Ewerhart BIELER 
O Quam Pulchra es (sacred) 

S/T, cont 

ed. Ewerhart BIELER 
O Vulnera Doloris (sacred) 

B, cont 

ed. Ewerhart BIELER 
Salve, salve, Puellule (sacred) 

S/T, cont 

ed. Ewerhart BIELER 

6 Solo Cantatas 
high, pf, cont 

FABER (A: Schirmer) 

CARTER, ELLIOTT: 

Tell me Where is Fancy Bred 
(Silverman) 
low, gtr 

ASSOCIATED 
(A: Schirmer-Associated) 
Warble for Lilac Time (Whitman) 

S, small orch/pf 

SOUTHERN PEER 

CASANOVA, ANDRE: 

Divertimento 

Mez, fl, ob, cl, bsn, vln, cello, pf 
JOBERT (A; Presser) 

CASELLA, ALFREDO: 

3 Canti Sacri Op. 67 
Bar, org 

ZERBONI (A; Boosey) 
CASOLA, FRANCESCO: (1660-?) 

Quam Candidus es 
S/T, cont 


CASTELNUOVO-TEDESCO, MARIO: 

The Divan of Moses-Ibn-Ezra 
Op. 207 (19) 
high, gtr 

BERBEN (A: Presser) 

3 Sephardic Songs 
(HebEngFrSephardic) 
med, harp/pf 

ISRAELI (A; Broude) 
Vogelweide Op. 186 (cycle) 

Bar, gtr 

SCHAUER (A; Associated) 
CASTLE, ZILLAH: 

2 Miniatures 

Contr/S, treb rec, pf 

SCHOTT (A; E-A) 

CAVALLI, FRANCESCO: (1602-1676) 

3 Hymnen 

#1; SS, stgs, cont/TT, stgs, cont 
#2: TTB, stgs, cont 
#3; TTB, stgs, cont 

BARENREITER (A; Magna) 
Hillo, il mio bene e morto 
S, stgs 

BARENREITER (A; Magna) 
Laetatus sum 

ATB, stgs, cont 

FABER (A: Schirmer) 

CAZZATI, MAURIZIO: (1620-1677) 

Dulcis Amor (sacred) 

B, cont 

ed. Ewerhart BIELER 
Factum est Praelium Magnum 
(sacred) 

B, cont 

ed. Ewerhart BIELER 
In Calvaria Rupe (sacred) (Lat) 

B, cont 

ed. Ewerhart BIELER 
CESTI, MARC'ANTONIO: (1620-1669) 

Se Perfido Amore 
ST, stgs, cont 

BARENREITER (A: Magna) 

CHAMINADE, CECILE: 

Portrait 
S, fl 

ENOCH (A: Associated) 

CHAN, PIERRE: 

La jeune Parque (Valery) (20 min) 

S, fl, stg trio, harp 

BOMART 

CHANCE, NANCY: 

Bathsabe's Song 

(ad lib speaking vc), A sax 

SEESAW 


BIELER 
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CHANCE, NANCY: (cont'd.) 

Darksong 

S, 2 fl, 2 cl, 2 hn, harp, gtr, pf, 

5 perc 

SEESAW 

Duos I 
S, fl 

SEESAW 

Edensong 

S, fl, cl, cello, harp, vibra, perc 
SEESAW 

3 Poems by Rilke 

S, fl, enghn, cello 

SEESAW 

CHANLER, THEODORE: 

Portrait of a Matriarch 
2 treb vcs, fl, obblig fl 

AMC 

CHAPl, R.: 

Las Hijas del Zebedeo 
med, gtr 

ed. Azpiazu UME (A: Associated) 

CHARPENTIER, MARC-ANTOINE: 

(1634?-1704) 

Jesu Corona Virginum (sacred) 

SMez, fl, cont 

BROEKMANS (A; Peters) 

7 Motetten (sacred) (Lat) 

S/T, cont 

ed. Ewerhart BIELER 
Trio des femmes mores 
SSA, pf/instr 

DURAND (A: Presser) 

4 Elevations 


CHAUSSON, ERNEST: 

Cantique de Sainte Cecile a la 
Vierge Immaculee 
high, org, cello 

SALABERT 

Chanson Perpetuelle Op. 37 (Cros) 

S, (stqt, pf)/pf/orch 

DURAND (A: Presser) 

Le Colibri 
S, cello, pf 

INTERNATL 

CHERUBINI, LUIGI: (1760-1842) 

Ave Maria 

S/T (opt second medium vc), vin, 
opt cello, pf/org 

LIENAU (A; Peters) 
4 Duets for Two Sopranos (ItCer) 

SS, harp/pf 


O Salutaris 

high, org/pf; low, org/pf 


PETERS 


HEUGEL (A: Presser) 


CHILDS, BARNEY: 

7 Epigrams 

S, cl 

TRITEN (A: Presser) 
CHOU, WENCHUNG: 

7 Poems of the T'ang Dynasty 

T, fl, ob, cl, bsn, hn, tpt, tmb, perc, 
pf 

NEW MUS ED (A: Presser) 
CIMAROSA, DOMENICO: (1749-1801) 

Ove fuggo (I TRACI AMANTI) 
highlow, 2 ob, 2 hn 

CAR I SC H (A: Boosey) 
Resta in pace, idolo mio 
T, chamb grp 

BARENREITER (A; Magna) 
CLAFLIN, AVERY: 

Finale 
A, 4 stgs 

ACA 

CLARKE, HENRY LELAND: 


A Woman of Virtue 
med-high, winds, perc 



ACA 

Emily Dickinson Canons 


med, vla/cello/vin 

ACA 

4 Elements 


S, cello 

ACA 

Life in Ghana 


med, fl, pf 

ACA 

Mercy, Pity, Peace and Love 


SA, fl, ob, perc 

ACA 

Rondeau Redouble 


Mez/Bar, cl, bsn, cello 

ACA 

Song to a Young Pianist 


med, fl 

ACA 

The Lord is My Shepherd 


high, fl, timp/bvl 

ACA 

The Quality of Mercy 


SA, fl, ob, perc 

ACA 


CLEMENTI, ALDO: 

Silben (very diff) 

Female vc, cl, vIn, 2 pf 

ZERBONI (A; Boosey) 

CLERAMBAULT, LOUIS NICOLAS: 
(1676-1749) 

La Musette 
S, stgs, cont 

CERIC (A: Belwin) 



Voice with Instruments 


327 


Orphee (cantata) (med diff) 
high, fl, vln, cont, kybd 

BARENREITER (A: Magna); 
FABER (A: Schirmer) 

2 Cantatas for Soprano and 
Instruments 

#1: S, fl, ob, bsn, tpt, timp, 
vln, cont 

#2; S, fl, vln, cont 

ed. Foster A-R ED 

COATES, GLORIA: 

Voices of Women in Wartime (4) (15 
min) (med diff) (GerEng) 
high S, 3 celli, timp, pf 

AMC 

COHEN, EDWARD: 

3 Songs 

SMez, via, cello 

BOMART 

Serenade for a Summer Evening 
SSATTB, 2 fl, cl, vln, via 

BOMART 

The Ruin (Alexander) (15) 

S, vln, pf 

BOMART 


CONSOLI, MARC ANTONIO: 

Equinox I 

Mez, fl, cello, pf, perc 

ACA 

Equinox II 

med-high, fl, cl, vln, cello, pf, 
perc, vibra, cel 

ACA 

Isonic I 

S, fl, 2 pf, vibra, xylo, chimes, 2 
perc 

ACA 

3 Canzoni 
S, fl, cello 

AMC 

CONSTANT, F.: 

Triade Op. 30 

med, A sax, pf, perc 

ELKAN H 

CONSTANTINIDES, DINOS: 

Exploding Parallels 
speaker, 6-10 instr 

SEESAW 

COOKE, ARNOLD: 

Kaleidoscope 

S, vln, cello, pf, slides 

SEESAW 

Nocturnes (5) 

S. hn, pf 


Songs of Innocence (3) (med diff) 
(Blake) 

high, cl, pf 

OXFORD 

COPE, DAVID: 

5 Songs for Soprano and Guitar 

S, gtr 

SEESAW 

5 Songs for Tenor and Harpsichord 

T, hpscd 

SEESAW 

COPERARIO, GIOVANNI: 

(ca. 1575-1626) 

Funeral Teares, Songs of Mourning, 
Masque of Squires 
med-high, lute 

STAINER (A; Galaxy) 

COPLAND, AARON: 

As It Fell Upon a Day (Barnefield) 

(8 min) 

S. fl, cl, pf 

BOOSEY 

COPLEY, IAN A.: 

In Babylon Town (easy) 

2 med vcs, fl, opt snare dm 

arr. Hinshaw HINSHAW 

CORTESE, LUIGI: 

2 Canti Persian! 
med, fl, pf 

ZERBONI (A; Boosey) 

Salmo VIII 

S, fl, cello, pf 

ZERBONI (A; Boosey) 

COUPERIN, FRANCOIS: (1668-1733) 
Adolescentus sum (motet) 

S, 2 fl, vln, kybd 

L'OISEAU 

Air Serieux 

SBar, stgs, cont 

L'OISEAU 

Lemons de Tenebres 

Premiere Le^;on: S/T, cont 
Seconde Lecon; S/T, cont 
Troisieme Le^:on; SS, cont 

BIELER 

9 Motets 

1-3 med, med-high vcs, cont 

HEUGEL (A; Presser) 
4 Versets d'un Motet 
SS, org 

L'OISEAU 

7 Versets d'un Motet 

var (2) vcs, fis, vins, hpscd 

L'OISEAU 


OXFORD 
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COUPERIN, FRANCOIS: (cont'd.) 

3 Vestales Champetres et Trois 
Poligons 
SS, bvl 

L'OISEAU 

COUPERIN, GERVAIS-FRANCOIS: 
(1759-1826) 

La Chaumiere (I'ATne) 
high, hpscd 

L'OISEAU 

COURBOIS, J. P.: (1700-?) 

Don Quichotte 

T, fl, bsn, tpt, timp, stgs 

arr. Ourbradous 
TRANSAT (A; Presser) 

COWELL, HENRY: 

Toccanta (vocalise) 

S, fl, cello, pf 

BOOSEY 

Tom Binkley's Tune 
low, hn, pf 

MERRYMOUNT (A: Presser) 

Vocalise 
S, fl, pf 

PETERS 

CRANE, JOELLE WALLACH: 

Cords 
S, 2 bvl 

AMC; ACA 

The Force that Through the Green 
Fuse 
S, ob 

ACA 

CREQUILLON, THOMAS: 

12 Chansons 

var (3) vcs/3 instr 

ed. Thomas 
PRO MUSICA (A; Broude) 

CRESTON, PAUL: 

Psalm 23 Op. 37 (3 min) 
med, pf, org 

SCHIRMER 

CROFT, WILLIAM: (1678-1727) 

Celladon (cantata) 

S, treb rec/ob/fl/vin, kybd 

SCHOTT (A: E-A) 

CROSSE, GORDON: 

Corpus Christi Carol (diff) 
med, hn, stqt 

OXFORD 

For the Unfallen (Hill) (diff) 

T, hn, stgs 

OXFORD 


Medieval French Songs (med diff) (3) 
S, cl, perc, pf 

OXFORD 

CRUGER, JOHANN: (1598-1662) 

Nun jauchzet all, ihr Frommen 
(sacred) 

$A, 2 S rec, cont 

HANSSLER (A: Peters) 
Nun lasst uns gehn und 
treten (sacred) 

SA, 2 S rec, cont 

HANSSLER (A: Peters) 
O Jesu Christ, dein Kripplein ist 
SA, 2 S rec, cont 

HANSSLER (A; Peters) 
Tauet, Himmel, den Gerechten 
(sacred) 

SA, 2 S rec, cont 

HANSSLER (A; Peters) 

CRUMB, GEORGE: 

Ancient Voices of Children 
Boy S, S, ob, mand, harp, elec 
pf, 3 perc 

PETERS 

Lux Aeterna for 5 Masked Musicians 
S, bfl/Srec, sitar, 2 perc 

PETERS 

Madrigals: (Lorca) 

Book I: S, bvl, vibra 
Book II: S, fl (pic, A fl), perc 
Book III: S, harp, perc 
Book IV; S, fl (pic, A fl), harp, 
bvl, perc 

PETERS 

Night Music I (7) 

S, pf, cel, perc 

BELWIN 

Night of the Four Moons (Lorca) 

A, A fl (pic), banjo, elec cello, 
perc 

PETERS 

Songs, Drones, and Refrains of 
Death (Lorca) 

Bar, elec gtr, elec bvl, elec pf 
(hpscd), 2 perc 

PETERS 


CUI, CESAR: 

Dans la Plaine Blonde 
S/T, instr/pf 

DURAND (A: Presser) 
La Pauvre Fleur disait 
S/T, instr/pf 

DURAND (A: Presser) 

L'echo 

Mez/Bar, instr/pf 

DURAND (A: Presser) 
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GUMMING, RICHARD: 

As Dew in April 

high, pf, obblig ob/vin/cl 

BOOSEY 

CZONKA, PAUL 

Cantata de Semana Santa 
SContr, stqt/st orch 

SOUTHERN PEER 

DAILEY, DON: 

The Shell 
S, gtr, perc 

SEESAW 

DALBY, MARTIN: 

Cantica 

S/T, cl, pf, via 

NOVELLO 

DALLAPICCOLA, LUIGI: 

5 Frammenti di Saffo (diff) 

S, 15 instr 

ZERBONI (A: Boosey) 

Commiato 
S, 15 instr 

ZERBONI (A: Boosey) 
Divertimento in Quattro Esercizi 
(diff) 

S, fl, ob, cl, via, cello 

BARENREITER (A; Magna) 

2 Liriche di Anacreonte 

med-low, 2 cl, via, pf 

ZERBONI (A: Boosey) 
5 Songs for Baritone (trans. 
Quasimodo) 

Bar, fl, A fl, cl, bcl 

ZERBONI (A: Boosey) 
Goethe Lieder (3) 

Mez, cl 

ZERBONI (A; Boosey) 
Parole di San Paolo 

med, 2 fl, 2 cl, pf, cel, harp, vibra, 
xylorimba, via, cello 

ZERBONI (A: Boosey) 
Preghiere (Mendez) (3) 

B-Bar, chamb orch 

ZERBONI (A: Boosey) 
4 Liriche di Machado 
S, 16 instr 

ZERBONI (A; Boosey) 
Sex Carmina Alcaei 
S, 15 instr 

ZERBONI (A: Boosey) 

Sicut Umbra 
Mez, 12 instr 

ZERBONI (A: Boosey) 

3 Laudi for Soprano and Chamber 
Orchestra 

S, chamb orch 

BARENREITER (A: Magna) 


3 Poemi 

S, chamb orch 

SCHOTT (A; E-A) 

3 Studi dal "Kalewala" 

S, chamb orch 

BARENREITER (A: Magna) 

DALL'AQUILA, SERAFINO: 

3 Strambotti (med diff) (Early 

Music Series) 
med, 3 instr 

OXFORD 

DANYEL, JOHN: (ca. 1565-1630) 

Songs for the Lute, Viol, and Voice 
var (1-2) vcs, lute, viol 

STAINER (A: Galaxy) 

DASHOW, JAMES: 

Maximus to Himself 
S, fl, pf 

SEESAW 

Some Dream Songs 
S, vin, pf 

SEESAW 

DAUS, ABRAHAM: 

Rahel Songs 
low, fl, via 

ISRAELI (A: Broude) 

DAVID, FELICIEN: 

Charmant Oiseau (FrEng) 
high, fl, pf; low, fl, pf 

SCHOTT (A; E-A) 

DAVID, JOHANN NEPOMUK: 

Ich sturbe gern aus Minne 
S, org 

BREITKOPF W (A; Associated) 

DAZA, E.: 

Enfermo estaba Antioco 
med, gtr 

ed. Azpiazu UME (A: Associated) 

DE ANGELIS, UGALBERTO: 

La Terra Nuda Op. 26 
Narr, 13 instr 

SONZOCNO (A; Belwin) 

3 Canti Op. 35 

S, fl, cl, hpscd, vIn, via, cello 

ZERBONI (A; Boosey) 

DE BERODINIS, JOHN: 

Song Cycle 

Mez, A fl, gtr 

SEESAW 

DE JONG, CONRAD: 

Thou Trumpet 
B, tpt, pf 

SEESAW 
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DELACE, MAURICE: 

Alouette (du Bartas) 
high, fl, pf 

DURAND (A: Presser) 

4 Poemes Hindous 

S, 10 instr 

DURAND (A: Presser) 

7 Hai-Kais 

S/T, (fi, ob, cl, pf, stgs)/pf 

JO BERT (A: Presser) 

DELTREDICI, DAVID: 

I Hear an Army (Joyce) (cycle) 

S, stqt 

BOOSEY 

Night ConjureVerse (Joyce) (2) (18 min) 
S/Mez/Countr T, 7 ww, stqt 

BOOSEY 

DELIBES, LEO: 

Le Rossignol (EngFrCer) 
high, pf, obblig fl 

ZIMMER (A: Peters) 
DELLO JOlO, NORMAN: 

Lamentation of Saul (20 min) 

Bar, fl, ob, cl, via, cello, pf 

FISCHER C 

DES PRES, JOSQUIN: 

Mil Lamentos 

high, lute, vihuela 

UME (A: Associated) 

DESSAU, PAUL: 

5 Lieder 

low, gtr 

DEUTSCHER (A: Broude) 
DIAMOND, DAVID: 

The Mad Maid's Song (5 min) 

S, fl, pf/hpscd 

SOUTHERN PEER 
Vocalises for Voice and Viola 
(10 min) 

S, via 

SOUTHERN PEER 
DIEMENTE, EDWARD: 

Hosanna II! (no words) 
any 6 vcs or 6 instr 

SEESAW 

DIEPENBROCK, ALPHONS: 

Come Raggio di Sol 
S, fl, ob, cl, hn, bsn 

DONEMUS (A: Peters) 
DINERSTEIN, NORMAN: 

4 Settings (Dickinson) 

S, stqt 

BOOSEY 


DINN, FREDA: 

8 English Songs 
med, 2 treb rec 

SCHOTT (A: E-A) 

DISTLER, HUGO: 

3 geistliche Konzerte (diff) 

S, org 

BARENREITER (A: Magna) 
3 Sacred Concertos Op. 17 (Eng) 

S/T, org, hpscd 

CONCORDIA 

DITTERSDORF, KARL VON: 

(1739-1799) 

3 italienische Konzertarien 
S, 2 ob, 2 hn, stgs 

ed Rhau 

BREITKOPF W (A: Associated) 

DOHL, FRIEDHELM: 

7 Haiku 
S, fl, pf 

CERIC (A; Belwin) 

DONATO, ANTHONY: 

3 Poems from Shelley 
med-high, stqt 

AMC 

2 Windsongs 

high, org 

AMC 

DOWLAND, JOHN: (1563-1626) 

A Pilgrim's Solace (Book 4) 
med-high, lute/pf; (3 with lute, 
vin, cello) 

STAINER (Calaxy) 
Come Again Sweet Love 
med, gtr 

ed. Pujol ASSOCIATED 
First Book of Ayres 
med, lute/pf 

STAINER (A: Calaxy) 
Second Book of Songs 
med, lute/pf: (1 duet) 

STAINER (A: Calaxy) 
6 Songs for Voice and Cuitar 
med, gtr 

ed. Dupre SCHOTT (A: E-A) 
Third Book of Songs 
med, lute/pf 

STAINER (A: Calaxy) 

3 Lieder with Cuitar 

med, gtr 

ed. Scheit UNIVERSAL (A: E-A) 
2 Songs 

S, A rec, gtr 

BOTE (A: Associated) 
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DREYFUS, GEORGE: 

From Within Looking Out 
S, fl, via, cel, vibra 

ALLANS 

DREW, JAMES: 

Aria 

SS, vibra 

PRESSER 

The Lute in the Attic 

female vc, fl, cl, cello, gongs 

PRESSER 

DRUCKMAN, JACOB: 

Animus 11 

Mez/S, 2 perc, elec tape 

MCA (A; Belwin) 
Dark upon the Harp (Psalms for 
Mezzo, Brass, Percussion) 

Mez., 2 tpt, hn, tmb, tuba, 2 perc 

PRESSER 

DUARTE, JOHN: 

5 Quiet Songs Op. 37 
med, gtr 

BERBEN (A; Presser) 
DUBOIS, THEODORE: 

O Salutaris 

Bar, ob, cl, vin 

HEUGEL (A: Presser) 

Panis Angelicus 
Mez, ob, cello 

HEUGEL (A: Presser) 
DUFAY, GUILLAUME: (ca. 1400-1474) 

2 Songs (med diff) (Early Music 
Series) 

low, 2 instr 

OXFORD 

DUFOURT, HUGUES: 

Dusk Light 

SATB, instr ensemble 

JOBERT (A: Presser) 

DUNCAN, JOHN: 

Atavisms 

any vc, brass, perc 

OFC 

DUNSTABLE, JOHN: 

Veni sancte spiritus (motet) 

SAT, org 

PETERS 

DUREY, LOUIS: 

2 Poemes d'Ho-Chi-Minh 
high, pf 

CHANT (A; Belwin) 

Images a Crusoe 
med, stqt, fl, cl, cel 

CHESTER (A: Magna) 


3 Poemes de Petrone 
med, pf/instr 

DURAND (A; Presser) 

DVORAK, ANTONIN: 

6 Biblische Lieder Op. 99 (20 min) 
med, org 

BARENREITER (A; Magna) 
3 Sacred Duets with organ 
ABar, org 

ARTIA (A: Magna; Boosey) 

EBART, SAMUEL: (1655-1684) 

Miserere, Christe mei 
T/S, vln, cello, org 

KISTNER (A; Elkan H) 

EDWARDS, GEORGE: 

3 Hopkinson Songs 
SS, 2 pf 

ACA 

EDWARDS, ROSS: 

Kan-touk (sacred) 

female vc, harp, 2 pf. 2 perc, 
elec tape 

ALBERT (A: Belwin) 

EGK, WERNER: 

Natur, Liebe, Tod 
B, chamb grp 

SCHOTTS (A: E-A) 
Temptations of St. Anthony 
A, stqt, stg orch opt 

SCHOTTS (A; E-A) 

EICHHEIM, HENRY: 

Oriental Impressions (suite) (7) 
female vc, fl, ob, enghn, 4 vln, 
via, pf, harp, perc 

PRESSER 

EINEM, GOTTFRIED VON: 

Kammergesange Op. 32 (8) 
med, chamb grp 

UNIVERSAL (A; E-A) 

EISLER, HANNS: 

Die Weissbrotkantate 
med, 2 cl, via, cello 

DEUTSCHER (A; Broude) 
Die Zuchthauskantate (Eisler) 
med, 2 cl, via, cello 

DEUTSCHER (A: Broude) 
Kinderlieder (Brecht) (3) (Vol 5, 
Ausgewahlte Lieder) 
med, via 

BREITKOPF L (A: Broude) 
Kriegskantate (Eisler) 
med, 2 cl, via, cello 

DEUTSCHER (A: Broude) 
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EISLER, HANNS: (cont'd.) 

Palmstrom Op. 5 (Morgenstern) (5) 
Sprechstimme, pf, pic/fl, vin/vla, 
cello 

UNIVERSAL (A: E-A) 
6 Balladen Op. 18 
med, chamb grp 

UNIVERSAL (A: E-A) 
Solidaritatslied (Brecht) Op. 27 
med, chamb grp/pf 

UNIVERSAL (A: E-A) 
Tagebuch, eine kleine Kantate Op. 9 
SMezAT, vin, pf 

UNIVERSAL (A: E-A) 

EISMA, WILL: 

Le Gibet 

Bar, instr, electronics 

DON EMUS (A: Peters) 

EL-DABH, HALIM: 

Tahmeela 

S, vIn, fl, ob, cl, bsn, hn 

PETERS 

The Eye of Horus 
B, perc 

PETERS 

The Ghost 

S, ob, cl, hn, tpt, stgs 

PETERS 

ELGAR, EDWARD: 

The Snow 

highmed, 2 vin, pf 

NOVELLO 

2 Part-Songs Op. 26 
female vcs, 2 vin, pf 

NOVELLO 

EMMANUEL, M.: 

In Memoriam 

T/Mez/S, pf, vin, cello 

DURAND (A: Presser) 
ENCINA, JUAN DE LA: 

Romerico (Lavie) 
med, gtr 

ESCHIG (A: Associated) 

ENRIQUEZ DE VALDERRABANO, ENRI¬ 
QUE: 

Ay de mi 
med, gtr 

ed. Azpiazu UME (A: Associated) 
Ya Cabalga Calainos 
med, gtr 

ed. Azpiazu UME (A: Associated) 
EPSTEIN, DAVID: 

4 Songs (cycle) 

S, hn, stg orch 

PRESSER 


ERBSE, HEIMO: 

Nachtkiange Op. 33 
high, gtr 

GERIC (A; Belwin) 

ERLEBACH, PHILIPP HEINRICH: 
(1657-1714) 

Heute ist der Siegestag (sacred) 
high, 2 rec, cont 

HANSSLER (A; Peters) 
Ich lasse Gott in allem Walten 
high, 2 rec, cont 

HANSSLER (A: Peters) 
Ihr Gedanken (GerEng) 

S/T, 2 vin, kybd, opt vin 

BOTE (A: Associated) 

ESCHER, RUDOLF: 

Univers de Rimbaud (cycle) 

T, chamb grp 

DONEMUS (A: Peters) 

ESSYAD, AHMED: 

Identite 

S, narr, perc, 13 stgs 

JOBERT (A; Presser) 
FALLA, MANUEL DE: 

Psyche (Aubry) 

S, fl, vin, via, harp 

CHESTER (A: Magna) 
7 Canciones Populares (SpFr) 
high, gtr 

ed. Llobet; Pujol 
SCHOTT (A: E-A) 

Soneto a Cordoba 
S, harp/pf 

CHESTER (A; Magna) 
Tus Ojillos Negros 
high, gtr; med, gtr 

UME (A: Associated) 
FARBERMAN, HAROLD: 

The New York Times: August 30 
1964 

med, pf, perc 

GENERAL (A: Schirmer) 
FARKAS, FERENC: 

5 Canzoni dei Trovatori (Fr) 
med, gtr 

BERBEN (A: Presser) 

FAURE, GABRIEL: 

Adieu Op. 21 #3 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A; Presser) 

Ave Maria 

SS, vin, cello, harmonium, org 

HEUGEL (A: Presser) 
Dans la Nymphee 
med, instr/pf 

DURAND (A: Presser) 
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Lieder et Duos 

med-high med, pf 

ENOCH (A; Associated) 
Rencontre Op. 21 #1 

S/T, instr/pf; Mez/Bar, instr, pf 

DURAND (A; Presser) 
Toujours Op. 21 #2 

S/T, instr/pf; Mez/Bar, instr, pf 

DURAND (A; Presser) 
FELCIANO, RICHARD: 

Benedicto Nuptialis 
med, org 

SCHIRMER EC 

FELDMAN, MORTON: 

For Franz Kline 

S, vin, cello, hn, chimes, pf 

PETERS 

4 Songs to e.e. Cummings 
S, cello, pf 

PETERS 

Intervals 

B-Bar, cello, tmb, vibra, perc 

PETERS 

Journey to the End of the Night 
(Celine) 

S, fl, cl, bcl, bsn 

PETERS 

Rabbi Akiba 

S, fl, enghn, hn, tpt, tmb, tuba, 
perc, pf/cel, cello, bvl 

PETERS 

The O'Hara Songs (O'Hara) 

B-Bar, vIn, via, cello, chimes, pf 
PETERS 

Vertical Thoughts V 
S, vin, tuba, perc, cel 

PETERS 

Vertical Thoughts III 

S, fl, hn, tpt, tmb, tuba, pf/cel, 

2 perc, vin, cello, bvl 

PETERS 

FELLEGARA, VITTORIO: 

Epitaph 

2 female vcs, 5 stgs 

ZERBONI (A: Boosey) 
FENNELLEY, BRIAN: 

Songs with Improvisation 
med, cl, pf 

ACA 

FERANDIERE, FERNANDO: (ca. 1778) 
Boleras 
med, gtr 

ed. Tarrago UME (A: Associated) 
FIOCCO, JOSEPH-HECTOR: (1703-1741) 
Lamentatio Prima (cantata) (Lat) 

S, 2 vin, cont 

ed. Ewerhart BIELER 


Lamentatio Secunda (cantata) (Lat) 

S, cello, cont 

ed. Ewerhart BIELER 
Lamentatio Tertia (cantata) (Lat) 

S/T, cont 

ed. Ewerhart BIELER 

FINE, VIVIAN: 

4 Songs 

med, #1; via, #2; vin, via; #3; 2 
vin, via, cello; #4: 2 vin, cello 

PRESSER 

She Weeps over Rahoon 
(from 4 Songs) 
med, stqt 

PRESSER 

The Great Wall of China (Kafka) (4) 
med-high, narr, fl, cello, pf 

PRESSER. NYP LIBE 

FINZI, GERALD: 

Dies Natalis (cycle cantata) 

Op. 8 (Traherne) (5) 

S/T, stg orch/pf 

PETERS 

FLAGELLO, NICOLAS: 

The Land (Tennyson) (6) 

B-Bar, chamb grp 

GENERAL (A; Schirmer) 
FLANAGAN, WILLIAM: 

Goodbye my Fancy 
S, fl, gtr/pf 

SOUTHERN PEER 
The Lady of Tearful Regret 
(dramatic narrative) (Albee) 

Col S, Lyric Bar, fl, cl, stqt, pf 

ACA 

The Weeping Pleiades (Housman) (5) 
Bar, fl, cl, vin, cello, pf 

SOUTHERN PEER 

FLIES, J. BERNHARD: (1770-?) 

Schlafe, mein Prinzchen 
S, fl, stgs 

ed. MottI 
BREITKOPF L (A: Broude) 

FLOTHUIS, MARIUS: 

Een Amsterdamsch Lied Op. 40 
SBar, fl, cl, 2 vin, cello, via, 
bvl, pf 

DONEMUS (A: Peters) 
Fantasia quasi un cantata Op. 71 
Mez, cem, 11 stgs 

DONEMUS (A: Peters) 

Four Trifles 

high, fl, ob, 2 cl, bsn, A sax, hn, 
tpt, timp, perc, stgs 

DONEMUS (A; Peters) 
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FLOTHUIS, MARIUS: (cont'd.) 

Love and Strife Op. 34 (cantata) 
(Raine) 

Contr, fl, ob d'amore/ob, via, 
cello 

DONEMUS (A: Peters) 
Negro Lament Op. 49 (Hughes) 

A, A sax, pf 

DONEMUS (A: Peters) 
Odysseus und Nausikad (madrigal) Op. 
60 (Homer) 

speaker, SATB, harp 

DONEMUS (A: Peters) 

FOGGIA, ANTONIO: 

O, Quam Fulgido Splendore 
S/T, cont 

BIELER 

FOGGIA, FRANCESCO: (ca. 1604-1688) 

Cessate, deh cessate 
S/T, cont 

ed. Ewerhart BIELER 
De Valle Lacrimarum (Lat) 

S/T, cont 

ed. Ewerhart BIELER 
FONTEYN, JACQUELINE: 

2 Rondels de Charles d'Orleans 

S/Mez, pf 

SEESAW 

FORD, THOMAS: (1580-1648) 

10 Airs for Musicke of Sundrie 
Kindes 

med-high, lute 

STAINER (A: Galaxy) 

FORTNER, JACK: 

Spring for Female Voice and Nine 
Instruments (cummings) 

high, fl, sax, bsn, via, cello, bvl, 
vibra, harp, pf 

JOBERT (A: Presser) 
FORTNER, WOLFGANG: 

Berceuse Royale (Fr) 

S, vln, stgs 

SCHOTTS (A: E-A) 
Mitte des Lebens (Holderlin) 

S, fl, bcl, hn, vln, harp 

SCHOTTS (A: E-A) 

FOSS, LUKAS: 

The Song of Songs (cantata) (4) 

S, orch (arr. S, pf) 

FISCHER C 

3 Airs for Frank O'Hara's Angel 

S/counter T, cello/vla, hpscd/pf 
SALABERT 


Time Cycle (4) 

S, cl, cello, perc, pf/cel 

FISCHER C 

FRANCAIX, JEAN: 

Deploration de Tonton (humorous) 
Mez, stgs 

TRANSAT (A; Presser) 

2 Chansons 

T, gtr 

SCHOTT (A: E-A) 

FRANCK, CESAR: 

Panis Angelicus 

low, pf, vln, cello; med, pf, vln, 
cello; high, pf, vln, cello 

BOOSEY 

FRANCO, JOHAN: 

Ariel's Four Songs (TEMPEST) 
high, gtr 

ACA 

Prophecy from "Locksley Hall" 

Mez, fl, ob, cl, bsn, hn, tpt, stgs 
ACA 

Songs of the Spirit (Xmas) 
high, wind qnt 

ACA 

Sonnet (Shakespeare) 

S, stqt 

ACA 

The Lord Cometh 
high, enghn, cl, bcl 

ACA 

The Song of Life 
S/T, cl, enghn, bcl 

ACA 

The Tempest 

S, hpscd, cel, marimba, perc, 
elec tape 

ACA 

2 Duets 

BarBar/MezMez, fl 

ACA 

FRANKEL, BENJAMIN: 

The Aftermath (cycle) (Nichols) 

T, tpt, stgs, timp, gong 

NOVELLO (A: Belwin) 
FRAUENHOLTZ, JOHANN 
CHRISTOPH; (1684-1754) 

Verbirg nicht deine holden Strahlen 
S, vln, cont; S, stgs, org 

CONCORDIA 

FREDERICK II OF PRUSSIA: 

(1712-1786) 

Nota Ve Questa Dea 
S, stgs, cem 


VIEWEG (A: Peters) 
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Sulle piu belle piante 

S, stgs, cem 

VIEWEG (A; Peters) 

PRICKER, PETER: 

O Mistress Mine 

T, gtr 

SCHOTT (A: E-A) 

FROIDEBiSE, PIERRE: 

Amercoeur (cantata) (Seaux) 

S, fl, ob, enghn, cl, bsn, hn, pf 

CBDM (A: Brodt) 

FUSSAN, WERNER: 

Die chinesische Flote 
S, fl, 4 stgs 

BREITKOPF W (A; Associated) 
FUSSL, K.H.: 

Miorita 

TS, 5 instr 

HANSSLER (A: Peters) 

CABER, HARLEY: 

Voce 11 (Jap) 

Med female vc, fl, perc 

ACA 

GABURO, KENNETH: 

Two 

Mez, A fl, bvl 

NEW MUS ED (A; Presser) 
GABRIELI, GIOVANNI: 

Bellezza Tiranna (ALTE MEISTER 
DES BEL CANTO - Vol 3) 

Mez, cello, pf 

ed. Landshoff PETERS 

Exaudi Deus 
TTBBBB, instr 

HANSSLER (A: Peters) 
Vuoi tu ch'io speri, amore? (ALTE 
MEISTER DES BEL CANTO - Vol 3) 

S, cello, pf 

ed. Landshoff PETERS 

GAGLIANO, GIOVANNI BATTISTA 
DA: 

(ca. 1585-ca. 1650) 

Early Music Series Vol 2 Part I 
med (1-2) vcs, instr 

ed. Geiringer (A; Presser) 

GALLIARD, JOHANN ERNST: 

(1687-1749) 

Wie suss ertont des Vogels Sang 
S, S rec, A rec, vin, via, cont 

UNIVERSAL (A: E-A) 
CALUPPI, BALDASSARE: (1706-1785) 
Rapida Cerva, fuge (Lat) 

S, stgs, cont 

ed. Ewerhart BIELER 


GARANT, S.: 

Anerca 

S, 8 instr 

BERANDOL 

Phases I 

Contr, pf, cel, perc 

BERANDOL 

GARDNER, JOHN: 

Four Wanton Ballads (med diff) 
SSAATTBB, acap 

OXFORD 

The Entertainment of the Sense 
(Auden; Kallman) (med diff) 
SSATBar, 6 instr 

OXFORD 

GASSMANN, REMI: 

3 Love Lyrics from Whitman 

S, fl, ob, cl, bsn, hn, tpt, tmb, 
timp, stgs 

MERCURY (A; Presser) 
GAVEAUX, PIERRE: 

Dieu du bonheur 
S, cl, pf 

PETERS 

GEISSLER, FRITZ: 

4 Liebeslieder nach Hebraischen 
Texten 

S, 2 fl, bsn, perc, timp, harp, 

4 stgs 

BREITKOPF L (A: Broude) 
GEIST, CHRISTIAN: (1640-1711) 

Beati Omnes, qui timent 
Dominum (Lat) 

B, 2 vIn, cello, org 

ed. Lundgren PETERS 
De Funeri ad Vitam (Lat) 

A, org, vin, cello 

ed. Lundgren PETERS 
Vater unser, der du bist im 
Himmel (Ger) 

med, org, 2 vin, cello 

ed. Lundgren PETERS 

GENTILUCCI, A: 

Canti da “Estravagario" (Neruda) 

Bar, ob, vin, via, cello 

SONZOGNO (A; Belwin) 
Siamo prossimi al risveglio (ItGer) 
Bar, pf, perc, bvl 

RICORDI (A: Schirmer) 
GERHARD, ROBERTO: 

Cantares (7) 
med, gtr 

MILLS (A; Belwin) 

Seven Hai Ku 
Bar, stgs, pf 

BELWIN 
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GERHARD, ROBERTO: (cont'd.) 

The Akond of Swat (Lear) (diff) 

S, perc 

OXFORD 

GERSTEL, OSWALD: 

The Reaven 

Bar, instr, opt elec tape 

OR-TAV 

GHEZZO, DINU: 

Pontica II 

narr, fl, sax, 2 tpt, 2 hn, pf 

SEESAW 

GIANSETTI, GIOVANNI BATTISTA: 
Biandire Puero 
S, cont 

ed. Ewerhart BIELER 
Dominator, Domine 
S/T, cont 

ed. Ewerhart BIELER 


GIDEON, MIRIAM: 

5 Sonnets from Shakespeare 

high, tpt, stqt/stg orch; low, tpt, st- 
qt/stg orch 

ACA 

Little Ivory Figures Pulled with 

String (Lowell) 
med-low, gtr 

ACA 

Questions on Nature (Adelard of Bath) 
med, ob, pf, perc 

MOBART (A: Bomart) 

Rhymes from the Hill (Morgenstern) 
med-high, cl, cello, marimba 

MOBART (A: Bomart) 

Spiritual Madrigals 

2 or 3 male vcs, pf, vln, cello, bsn 

ACA 

The Adorable Mouse (La Fontaine) 
low, fl, cl, bsn, hn, timp, hpscd 

SCHIRMER 

The Condemned Playground 
ST, fl, bsn, stqt 

ACA 

The Hound of Heaven 
med-low, ob, stg trio 

GALAXY; ACA 

The Seasons of Time (Tanka poems) 
high, fl, cello, pf/cel 

GENERAL (A: Schirmer) 

3 Sonnets from FATAL INTERVIEW 

(Millay) 

high, vln, via, cello (also pf only) 

ACA 


GINASTERA, ALBERTO: 

Cantata para America Magica (de 
Toro) (SpEng) 

Dram S, 11 perc 

BARRY (A: Boosey); NYP LI BE 
Cantos del Tucamen 

S, harp, fl, perc 

RICORDI BA (A; Schirmer) 

GIORDANL GIUSEPPE: (ca. 1744-1798) 
Caro Mio Ben 

med, pf/org, vin/cello/fl 

SCHOTT (A: E-A) 

Caro Mio Ben 

med, vin/cello, pf 

PETERS 

GLANVILLE-HICKS, PEGGY: 

Letters from Morocco (Paul Bowles) 
(ItCer) 

T, fl, ob, bsn, tpt, 3 perc, harp, stgs 

PETERS 

Thomsoniana (5 Parodies) (Thomson) 

TS, fl, hn, pf, stqt 

OFC 

GLETLE, jOHANN MELCHIOR: 

(1626-1683) 

Ceistliche Gesange I, II (Med diff) 

I: ATB, cont; II: S/T, 2 vln, cont 

BARENREITER (A: Magna) 

GLINKA, MIKHAIL: 

Complete Works Vol 1-18 (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

UNIV MUS ED 

GLUCK, CHRISTOPH: 

C'est un Torrent Impetreux 
Bar, 2 fl, 2 ob, stgs 

BREITKOPF W (A: Associated) 
O Saviour Hear Me 
high, vln, fl/cello, pf 

SCHIRMER 

Vous rassemblez 
T, fl, pf 

ed. Flothuis PETERS 
GOLDMAN, RICHARD FRANKO: 

My Kingdom 

med, stg trio, pf 

MERCURY (A; Presser) 

GORELLI, OLGA: 

Silhouettes (Ungaro) (5) 

Mez, cl, pf 

OFC 

The Hill Wife (Frost) (5) 

S/T, fl/vin, pf 

OFC 
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Two Songs for Soprano and Bass 

(Morgan) 

SB, 5 stgs 

OFC 

GOTTLIEB, JACK: 

Songs of Loneliness (Cavafy) (7) 

Bar, pf/(stgs, perc, pf) 

SCHIRMER 

GOUNOD, CHARLES: 

Ave Maria (LatGerFr) 

high, vin/cello, pf/org; med, 
vin/cello, pf/org; low, vin/cello, 
pf/org 

SCHOTT (A: E-A) 


GRAENER, PAUL: 

Eine Singstimme und ein Cello 

Musizieren Op. 113 
nned, cello 

BOT (A; Associated) 

GRANADOS, ENRIQUE: 

Amor y Odio 
high, gtr 

UME (A: Associated) 

Callejo 
med, gtr 

UME (A: Associated) 

El Majo Discrete 
med, gtr 

UME (A: Associated) 

El Majo Olvidado 
Bar, gtr 

UME (A: Associated) 

El Majo Timido 
med, gtr 

ed. Azpiazu UME (A: Associated) 

El Mirar de la Maja 
high, gtr 

UME (A: Associated) 

El Tralala y el Punteado 
med, gtr 

UME (A: Associated) 

La Maja Dolorosa (3) 

Mez, gtr 

UME (A: Associated) 

La Maja Dolorosa (3) 
med, pf, opt enghn 

INTERNATL 

Las Currutacas Modestas 
SA, gtr 

UME (A: Associated) 
GRANDI, ALESSANDRO: (?-1630) 

3 geistliche Konzerte (Lat) 

S/T, cont 

ed. Ewerhart BIELER 


GRATIANI, BONIFATIO: (1605-1664) 
Caudia, Pastores, Optate 
S/T, cont 

ed. Ewerhart BIELER 
Pastores, Dum Custodistia 
S/T, cont 

ed. Ewerhart BIELER 

Salve, Regina 
S/T, cont 

ed. Ewerhart BIELER 

Venite, Pastores 
S/T, cont 

ed. Ewerhart .BIELER 

GRAZIANO, JOHN: 

Songs of Solitude 
S, ob, lute 

AMC 

GRETCHANINOV, ALEXANDER: 

Tote Blatter Op. 52 (3) 

Contr, stqt 

NYP LIBE 

GRETRY, ANDRE ERNEST: 

Cephale et Proxis (Recitative and Air) 

S, fl, pf 

ZIMMER (A: Peters) 

Serenade (Behrend) 
med, gtr 

BOTE (A: Associated) 

GRIESBACH, KARL: 

Nacht der Farben 
S, 5 stgs, harp 

BREITKOPF L(A: Broude) 

GRIMM, HEINRICH: 

2 kleine geistliche Konzerte 
medmed, cont 

ed. Lorenzen 
BARENREITER(A: Magna) 
2 kleine Osterkonzerte 
medmed, cont 

ed. Lorenzen 
BARENREITER (A: Magna) 
2 kleine Weihnachtskonzerte 

SS, cont 

ed. Lorenzen 
BARENREITER (A: Magna) 

GRUENBERG, LOUIS: 

The Daniel jazz (Lindsay) Op. 21 
med, cl, tpt, perc, 2 vin, via, 
cello, pf 

UNIVERSAL (A: E-A) 
GUACCERO, DOMENICO: 

Studio per un quartetto 

ST, cl, T sax 


BRUZZI 
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GUERRE, ELIZABETH jACQUET DE LA: 
Cephaie and Procis 
S, fl, hpscd 

L'OISEAU 

GUGLiELMI, PIETRO ALESSANDRO: 

(1728-1804) 

Terzetto Adalinda 
highmed, 2 cl 

CARISCH (A; Boosey) 

GURIDi, JESUS: 

No quiero tus avellanas 
med, gtr 

UME (A: Associated) 

HALFFTER, CRISTOBAL: 

Noche pasfva del sentido (St. John of 
the Cross) 

S, 2 perc 

UNIVERSAL (A; E-A) 

4 Brecht Lieder 
med, 2 pf 

UNIVERSAL (A; E-A) 

HALLER, HANS CHRISTOPH: (1572-1617) 
Hochpreiset meine Seele 
SA, 2 S rec, cont 

HANSSLER (A; Peters) 
Nehmt war das Licht 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 

Requiem 
A, via, org 

HANSSLER (A; Peters) 

HAMILTON, IAIN: 

Nocturnal 

SSSSAATTBBB 

SCHOTT (A; E-A) 

Songs of Summer 
high, (cl, cello, pf)/pf 

PRESSER 

HAMMERSCHMIDT, ANDREAS: 

(1612-1675) 

3 geistliche Konzerte 
SS/TT, cont 

HANSSLER (A; Peters) 
Es danken dir Gott, die Volker 
T, 2 vin, cont 

ed. Pidoux 
BARENREITER (A: Magna) 

I am the Resurrection 
T, stgs, cont 

CONCORDIA 

Let the People Praise Thee, O God 
(Marriage) 

T/S, 2 vln/2 fl, cont 

CONCORDIA 


My Soul, Now Bless thy Maker 
high, 6 brass, cont 

CONCORDIA 

HANDEL, G. F.: 

Agrippina condotta a morire 
(cantata 14) 

S, cem, stgs 

BREITKOPF W (A; Associated) 
Ah, che troppo ineguali (sacred) 

S, stgs, cont 

ed. Ewerhart BIELER 
Ah, crudel! (cantata) 

S, 2 ob, bsn, stgs, cem 

BREITKOPF L (A; Broude) 

Ah, tu non sai 
Mez/A, stgs 

BREITKOPF L (A: Broude) 
Airs Francais (FrEngGer) (cantate 
Francaix) 

S, cont 

ed. Young 
BARENREITER (A: Magna) 
Apollo e Dafne (cantata) 

SB, fl, 2 ob, bsn, stgs, cem 

ed. Seiffert 
BARENREITER (A; Magna) 
Augelletti, che cantate (RINALDO) 

S. pic, 2 rec, stgs, cont 

SIKORSKI (A: Associated) 
Cara Sposa (RINALDO) 
med, ob/vin, pf 

BOTE (A: Associated) 
Cecilia volgi un squardo (cantata) 

ST, stgs, cont 

DEUTSCHER (A: Broude) 
Che piu si tarda omai (TOLOMEO) 

T, stgs, cem 

BREITKOPF L (A: Broude) 

Chi t'intende 
S, ob, pf 

PETERS 

Clori e Tirsi e Fileno 

highhighmed, 2 fl, 2 ob, 2 bsn, 
stgs, cont 

DEUTSCHER (A: Broude) 
Coelestis dum spirat aura (cantata) 

S, 2 vln, cont 

ed. Ewerhart BIELER 
Complete Works Vol 1-96 (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

ed. Chrysander UN IV MUS ED 
Conservate, Raddoppiate (cantata) 

SA, cont 

GERIG (A: Bel win) 
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Copre tal volta ii cielo (cantata) (med 
diff) 

B, 2 vln, cont 

BARENREITER (A; Magna) 
Crudel, tiranno (cantata) 

S, 2 vln, via, cont 

ed. Zenck 
BARENREITER (A: Magna) 
Dalia guerra amorosa (diff) 

B, cont 

ed. Zenck 
BARENREITER (A; Magna) 
Das zitternde Clanzen der spielenden 
Wellen 

S, vln, cont 

KISTNER (A: Elkan H) 
Dolce pur d'amor I'affanno (cantata) 

A, hpscd 

ed. Roth BREITKOPF L (A: Broude) 
Donna, che in ciel (cantata) 

S, 2 vln, cont 

ARNO (A: Gerig) 

Du ahnst nicht, was dies schwert bald 
vermag (POROS) 

B, 2 ob, stgs, cont 

DEUTSCHER (A; Broude) 
Ewig, so spricht die Seele (Poros) 

SB, stgs, cont 

DEUTSCHER (A: Broude) 
Flammende Rose 
S, vln, cem, bvl 

CONCORDIA;KISTNER (A; ElkanH) 
Folle e colui (EZIO) 

Bar/B, ob, bsn, stgs, cem 

BREITKOPF L (A: Broude) 
Guardian Angels (recitative and aria) 
(Eng) 

S, ob, pf 

PETERS 

Hush, Ye Pretty Warbling Quire 
S, S rec/fl, 2 vln, cello, pf/hpscd 

SCHOTT (A; E-A) 
II Gelsommo (cantata) (from THE 
SOLO SONG) 

S, cont 

NORTON 

jetzt muss ich mit ihm brechen 
(RADAMISTO) 

T, 2 ob, stgs, cont 

DEUTSCHER (A: Broude) 
jetzt ruhe, jetzt schlafe (RADAMISTO) 
B, 2 ob, stgs, cont 

DEUTSCHER (A; Broude) 
Largo (XERXES) (ItCer) 
med, vin/cello, pf 

LIENAU (A; Peters) 


Lass den Vorsatz dir nicht truben 
(Poros) 

SB, ob, stgs, cont 

DEUTSCHER (A: Broude) 
La Solitudine (cantata) 

A, cont 

ed. Boyd 

BARENREITER (A: Magna) 
Liebliche Walder (ALMIRA) 

S, ob/vin, cont 

CONCORDIA 

Look down, harmonious Saint 

T, stgs, hpscd/pf 

ed. Stevens PENN STATE 
Lucretia (cantata) (ItEng) 

S, hpscd 

SCHOTT (A; E-A) 
Meine Seele hort im Sehen 
S, fl/vin, cont 

CONCORDIA 

Nachtigallenarie (L'ALLECRO) 

(EngCer) 

S, fl, cont 

ed. Seydel 
LEUCKART (A: Associated) 
Nel dolce dell'oblio (cantata) 

(Gedanken an Phylis) 

S, fl, cont 

SCHOTTS (A; E-A) 
Nel dolce dell'oblio (cantata) 

(Gedanken an Phylis) 

S, fl, gtr 

BOTE (A: Associated) 
Nel dolce dell'oblio (cantata) 

(Gedanken an Phylis) 

S, A rec/treb sint, gtr, cello 

ed. Schaller DOBLINGER 
(A: Associated) 

Nel dolce dell'oblio (cantata) 

(Gedanken an Phylis) (Eng) 
high, pf/hpscd, A rec/fl 

SCHIRMER 

9 deutsche Arien 
S, cello, vln, pf 

BREITKOPF L (A; Broude) 
No se emendera jamas (cantata) (Sp) 
S/Mez, gtr, via da gamba/cello 
arr. Azpiazu UME (AiAssociated) 
Nur eins erbitte ich 
high, 2 S rec, cont 

HANSSLER (A: Peters) 
O come chiare e belle (cantata) 
highhighmed, tpt. stgs, cont 

DEUTSCHER (A: Broude) 
O Qualis de Coelo Sonus (cantata) 

S, 2 vln, cont 


ed. Ewerhart BIELER 
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HANDEL, G. F.: (cont'd.) 

O Schmach, o Wut (ACIS AND 
GALATEA) 

B, fl, stgs, cem 

BREITKOPF L (A; Broude) 
Partenza (Abreise) (cantata) 

S, cello, hpscd 

ed. Roth 

BREITKOPF L (A: Associated) 
Pastorella, vagha Bella (cantata) (ItCer) 
S/T, cello, pf 

KISTNER (A: Elkan H); 
CONCORDIA 

Pena Tiranna (AMADIGI) 

Mez/A, ob, bsn, stgs 

BREITKOPF L (A: Broude) 
Pensieri notturni di Filli (cantata) 

S, fl, pf 

ZIMMER (A: Peters) 
Preis der Tonkunst (cantata) 

S/T, via, stg orch 

BIELER 

Preis der Tonkunst (cantata) 

(EngCer) 

S/T, stgs, cem 

PETERS: CONCORDIA 
Preis der Tonkunst (cantata) (Eng) 

T, 4 stgs, cont 

PENN STATE 

Salve Regina (cantata) 

S, stgs, org 

ed. Seiffert 
BREITKOPF L (A: Broude) 
Silete Venti (motet) 

S, 2 ob, bsn, stgs, cem 

BREITKOPF L (A: Broude) 
6 Italian Arias Vol 1, 2 
S, vln obblig, pf 

PETERS 

So sei's Herz, der liebe susser born 
(ACIS AND GALATEA) 

S, ob. stgs, cem 

BREITKOPF L (A: Broude) 
Spande ancor a mio dispetto 
(cantata) (med diff) 

B, 2 vln, cont 

BARENREITER (A: Magna) 

Susse Stille 
S/T, fl, bvl 

CONCORDIA 

Tra le Fiamme (cantata) (ItCer) (diff) 

S, via da gamba, 2 fl, ob, bsn, 2 
vln, cont 

ed. Zenck 
BARENREITER (A: Magna) 
Tu fedel, tu costante (diff) 

S, 2 vln, cont 

ed. Zenck 
BARENREITER (A: Magna) 


Und siehe, der Engel des Herrn (Xmas 
aria) 

S, cont 

BARENREITER (A: Magna) 
Wenn segeind auf den Wogen 
(POROS) 

S, stgs, cont 

DEUTSCHER (A: Broude) 
Wer einmal von Damon der Liebe 
verwundet (POROS) 

B, stgs, cont 

DEUTSCHER (A: Broude) 
Wer fand in diesem Walde so liebliche 
Beute (ADMETOS) 

B, 2 ob, 2 hn, stgs, cont 

DEUTSCHER (A: Broude) 
Wer kennt des Menschen Herz 
(RADAMISTO) 

S, stgs, cont 

DEUTSCHER (A: Broude) 
HANFF, JOHANN NICOLAUS: (1665-1711) 
Ich will den Herrn loben (cantata) 
(GerSwed) (med diff) 

S, vln, cont 

ed. Crusnick 
BARENREITER (A: Magna) 

HARREX, PATRICK: 

Sonata (cummings) 
female vc, fl, perc 

ARS VIVA (A: Belwin) 

HARRIS, ROGER: 

Caliban in Apartment 112 

T, sax, pf, vibra, perc 

SEESAW 

HARRIS, ROY: 

Abraham Lincoln Walks at Midnight 
(cantata) 

Mez, vln, cello, pf 

ASSOCIATED 
(A: Schirmer/Associated) 

HARRIS, RUSSELL G.: 

The Litany Op. 19 

SAB-Bar, sax, harp, timp, perc, stgs 
ACA 

HARRISON, LOU: 

Air from RAPUNZEL 

high, fl, stg trio, harp, pf 

SOUTHERN PEER 
Alma Redemptoris Mater 
Bar, tack pf, vln, tmb 

SOUTHERN PEER 

HARSANYI, TIBOR: 

Cantate de Noel 
SATB, fl. stgs 

HEUGEL(A: Presser) 




Voice with Instruments 


341 


HART, PHILIP: (1703) 

Proceed, sweet charmer of the ear 
SS, 2 treb rec, kybd, opt cello 

ed. Dawes SCHOTT (A: E-A) 

HARTIG, HEINZ: 

Der Trinker und der Spiegel Op. 16 
(Mehring) 

Bar, fl, pic, cl, tpt, perc, pf, via, bvl 
BOTE (A; Associated) 

HARTLEY, W. S.: 

A Psalm Cycle 
med-high, fl, pf 

TRITEN (A; Presser) 

HARVEY, JONATHAN: 

Angel Eros 

high, 2 vln, via, cello 

NOVELLO (A: Bel win) 
Black Sonnett (Cantata #5) 

SMezBarB, fl, ob, cl, bsn, hn 

NOVELLO (A; Belwin) 

HASSE, JOHANN FRIEDRICH (1699-1783) 
Das Gesprach mit Nicodemus 
med, fl, cl, 5 stgs 

SIRIUS (A: Peters) 

Pallido il Sole 

contr, vln, cello, kybd 

BROEKMANS (A; Peters) 

HAUFRECHT, HERBERT: 

Let's Play Maccabees 
med, ob, cl, harp, perc 

ACA 

HAUSSERMANN, R.: 

5 Singing Miniatures 
high/med, pf 

SEESAW 

3 Moods 

high/med, pf 

SEESAW 

HAWKINS, J.: 

3 Cavatinas 

S, vln, cello, vibra, cel 

BERANDOL 

HAYDN, FRANZ JOSEF: 

Arianna a Naxos (cantata) (It) 

high, cont; med, cont (arr. for pf) 
ed. Flothuis UNIVERSAL (A: E-A) 
PART SONGS (see Voice with Other 
Voices) 

Pieta di me 

SST, (enghn, bsn, 2 hn, stgs)/pf 

DOBLINGER (A; Associated) 
Scena di Berenice (It) 

S, (2 fl, 2 ob, 2 cl, 2 bsn, 2 hn, 
stgs)/pf 

DOBLINGER (A: Associated) 


Scene of Berenice (ItGer) (with the aria 
of Errisena) 

S, 2 fl, 2 ob, 2 bsn, 2 hn, stgs 

MUSIKWISS (A: Associated) 
Schottische Lieder Vol 32 (100) 
var vcs, vln, cont 

HENLE (A; Brodt) 

Stabat Mater 

SATB, 2 ob, stgs 

BREITKOPF L (A; Broude) 

3 Lieder 

med, gtr 

ed. Scheit 
DOBLINGER (A; Associated) 

HAYDN, MICHAEL (1737-1806) 

Ave Regina (Lat) 

B, via, stgs/org 

PETERS 

Ave Regina (Lat) 

B, via, stgs/org 

ed. Munster 
EULENBURG (A; Peters) 
Gott, ich falle dir zu Fussen 
S, org, vln 

BOHM 

Wir bitten dich unendlich Wesen 
SA, stgs, cont 

ed. Kirchberger 
EULENBURG (A: Peters) 

HAZON, ROBERTO: 

Cielo stellato (5 psalms) 
med, pf, 4 perc 

SONZOGNO (A: Belwin) 

HAZZARD, PETER: 

Massage 

SAB, fl, cl, flugelhn, T sax, tmb, 3 
perc 

SEESAW 

HEAD, MICHAEL 

Bird Song 
S, opt fl, pf 

BOOSEY 

Piper (O'Sullivan) 

low, pf, opt fl; high, pf, opt fl 

BOOSEY 

HEIDER, WERNER: 

Commission (very diff) 

Bar, 10 instr 

PETERS 

4 Glimpses of Night (Eng) 

S, pf, pic, ob, cl, bsn, hn, tpt, tmb, 
timp, perc, harp, stgs 

PETERS 

Picasso-Musik 
Mez, cl, vln, pf 

PETERS 
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HEILNER, IRWIN: 

Chinese Songs 

med, fl, ob, cl, bsn, hn, tpt, tmb, pf, 
perc, stgs 

ACA 

Democracy 
med, gtr 

ACA 

Every Day is Friday to a Seal 
med, pf/gtr/banjo/ukelele 

ACA 

Henry at the Grating 
med, gtr 

ACA 

Letter from the Draft Board 
med, gtr 

ACA 

Peace is a Lovely Word 
med, gtr/pf 

ACA 

Rock n' Roll Session 
med, gtr 

ACA 

Stevenson 
med, gtr 

ACA 

The Gift of Fire 
med, gtr 

ACA 

What Were They Like 
med, gtr 

ACA 

The Wild Anemone 
med, gtr 

ACA 

HEINICHEN, JOHANN DAVID: 

(1683-1729) 

Mia Clemente adorata (cantata) 

S, cont 

CERIC (A: Belwin) 

Nisi Dominus Aedificaverit Domum 

(Psalm 127) (Lat) 
high, ob, cont 

ed. Janetzky; Stolzenbach 
DEUTSCHER (A: Broude) 

HEISS, HERMANN: 

Galgenlieder nach Christian 

Morgenstern 
S, fl 

WILLY MULLER (A: Peters) 

Logatome 
narr, instr 

MODERN 

7 dreistimmige Sentenzen nach Worten 

von Gunther Michel 
SABar, kybd/3 stgs 

BREITKOPF W (A: Associated) 


Zum neuen Jahr 
S, cl, pf 

BREITKOPF W (A: Associated) 
HELDER, BARTHOLOMAEUS: (1585-1635) 
Dich bitt ich, trautes jesulein 
high, 2 S rec, cont 

HANSSLER (A: Peters) 
HELLERMAN, HERBERT: 

Poem for Soprano and 4 Instruments 
S, fl, bcl, tmb, cello 

ACA 

HELLMANN, DIETHARD: 

Der Herr ist mein Hirte 
high, 2 rec, org 

HANSSLER (A: Peters) 
Nun bitten wir den heiligen Geist 
SA, 2 S rec, cont 

HANSSLER (A; Peters) 

HENZE, HANS WERNER: 

Apollo und Hyacinthus 
A. hpscd, 8 instr 

SCHOTT (A: E-A) 

Ariosi 

S, vin, pf (4 hands) 

SCHOTT (A: E-A) 
Being Beauteous (Rimbaud) (Fr) 

Col S, harp, 4 celli 

SCHOTT (A: E-A) 
Cantata della Fiaba Estrema (Morante) 

S, small chorus, 13 instr 

SCHOTTS (A: E-A) 
3 Fragmente nach Holderlin 
(Kammermusik 1958) 

T, gtr, 8 instr 

ed. Brehm SCHOTT (A: E-A) 
El Cimarron (Barnet-Enzensberger) 

(1 hr. 16 min.) 

Bar, fl, gtr, perc 

SCHOTT (A: E-A) 

5 Neapolitan Songs (NeapolitanCer) 
(anon. 17th century texts) (15 min.) 
med, chamb grp 

SCHOTT (A: E-A) 

HEPPENER, ROBERT: 

Cantico delle Creature di San 
Francesco d'Assisi (It) 
high, (harp, stgs)/pf 

DONEMUS (A: Peters) 

HERMANS, NICO: 

La Flute de Jade Op. 13 (3) 

A, fl, harp 

DONEMUS (A: Peters) 

2 Nocturnes Op. 10 
Mez, fl, stgs 

DONEMUS (A: Peters) 



2 Nocturnes (Boutens) 

Mez, fl, pf 

DON EMUS (A: Peters) 
HERRMANN, HUGO: 

Apokalypse (cycle) 

Bar/S, stgs, perc 

TONOS 

Chinese Suite 
S, cello 

BREITKOPF W (A: Associated) 
Minnespiel Op. 4 
SSA, pf/harp 

BREITKOPF W (A: Associated) 
HESELTINE, PHIUP: (Peter Warlock) 
Balulalow (Xmas) (easy) 

S/T, 4 stgs/pf 

OXFORD 

The Curlew (Yeats) 
high, instr 

STAINER (A: Galaxy) 
HESSENBERGER, KURT: 

Elizabeth 

Mez, vin, pf 

PETERS 

7 Leben mocht ich haben Op. 64 (med 
diff) 

A, fl, A rec, vln, via, cello 

BARENREITER (A: Magna) 

10 Lieder 

Mez/Bar, pf, vln, via 

SCHOTTS (A: E-A) 

HIBBARD, WILLIAM: 

Reflexa 

S, tmb, cello, perc, harp 

ACA 

HILLER, LEJAREN: 

Computer Cantata 

S, fl, bcl, tpt, hn, vln, via, gtr, perc, 
elec tape 

PRESSER 

HILLER, WILFRED: 

Aiastair 
S, fl, via 

ORLANDO 

HINDEMITH, PAUL 

Des Todes Tod Op. 23a (3) (Rimbaud) 

S, 2 via, 2 celli, pf 

SCHOTTS (A: E-A) 
Die Junge Magd Op. 23 #2 
(Trakl) (6) 

A, fl, cl, stqt 

SCHOTTS (A: E-A) 
Die Serenaden Op. 35 
high, ob, via, cello 

SCHOTTS (A: E-A) 
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8 Canons Op. 44 #2 

medmed, vln, via, cello 

SCHOTT (A: E-A) 

HODDINOTT, ALUN: 

Roman Dream (Humphreys) (diff) 

S, pf, harp, perc 

OXFORD 

HODKINSON, SYDNEY: 

Lengeren 

med, stg qnt, ww qnt 

MERION (A: Presser) 

November Voices 

T/S, narr, on stage: 2 fl, cl, tpt, 3 
perc, harp, vln, bvl, 2 cell!, off 
stage; brass septet 

MERION (A. Presser) 

HOFFMAN, GEORG MELCHIOR: 

Meine Seele ruhmt und preist 
(cantata) (formerly attributed to J. S. 
Bach) 

T, fl, ob, stgs, cem 

BREITKOPF L (A: Broude) 
Schlage doch, gewunschte Stunde 
Mez/A, stgs, org, cem, 
campanella 

BREITKOPF L (A; Broude) 
HOLLOWAY, ROBIN: 

3 Poems (Empson) (diff) 

Mez, fl, sax, cl, 7 perc, 
hpscd, bvl 

OXFORD 

HOLST, GUSTAV: 

4 Songs Op. 35 

high, vln 

CHESTER (A: Magna) 

HOLST, IMOGEN: 

6 Shakespeare Songs 
B/Bar, 3 rec 

FABER (A: Schirmer) 
HONEGGER, ARTHUR: 

Chanson (Ronsard) 
low, fl, stqt 

SALABERT 

Fragments, extraits de LES PAQUES A 
NEW YORK (3) 

S, stqt 

COMP MUSIC CORP 
(A; Fischer C) 
3 Chansons de la petite Sirene (Morax) 
med, fl, stqt (also pf only) 

SALABERT 

O Salutaris 

S, opt harmonium 

HEUGEL (A; Presser) 
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HOOK, JAMES: 

3 Songs 
S, c!, pf 

ed. Bergmann; Weston 
SCHOTT (A: E-A) 

HOPKINS, BILL 

2 Pomes (Joyce) (very diff) 

S, bcl, tpt, harp, via 

UNIVERSAL (A: E-A) 

HORTON, JOHN: 

6 Songs 

S, treb rec 

SCHOTT (A; E-A) 

HORVATH, JOSEF: 

Die Blinde (Melodrama after Rilke) 
(Ger) 

A, 2 speakers, fl, tpt, cello, pf 

PETERS 

Vier Lieder (Holderlin) 

S/T, fl, cl, via, cello 

PETERS 

HOSKINS, WILLIAM: 

Jerusalem from the Mountain 
ST, tpt, tmb, 2 pf 

ACA 


Romance, who Loves to Nod and Sing 


Mez, via, pf 

ACA 

The Lost Lands 


Mez, stgs 

ACA 

HOVHANESS, ALAN: 



Angelic Song (cantata) (Op. 19) 
high, hn, stgs 

BROUDE 

Avak, the Healer (cantata) 

S, tpt, stg orch 

SOUTHERN PEER 

Canticle Op. 115 

S, xylo, harp, cel, stgs, ob 

BROUDE 

Christmas Song (Bowring) (5 min) 

S, org/pf 

BROUDE 

Hercules Op. 56 #4 (easy) 

S, vln 

BROUDE 

Live in the Sun Op. 169 (Hovhaness) 

(2 min) 
med, cel 

BROUDE 

Out of the Depths (Psalm 130) 

Op. 142 #3 (2 min) 
high, org/pf 


O World Op. 32 #4 
T/Bar, pf, opt tmb 

BROUDE 

Saturn Op. 243 
S, cl, pf 

BROUDE 

Triptych (Wither) Op. 100 
S, cel, stgs 

ASSOCIATED 
(A: Schirmer/Associated) 

HOVLAND, EGIL: 

Magnificat Op. 44 (Lat) 

A, harp, A fl 

NORSK (A: Magna) 

HUE, GEORGES: 

Soir paien (from 
CHANSONS LOINTAINES) 
med, fl, pf 

SALABERT 

HURD, MICHAEL: 

Shore Leave (cycle) 

Bar, stgs 

NOVELLO 

HUFSCHMIDT, WOLFGANG: 

Ich steh an deiner Krippen hier 
(med diff) (Xmas) 

ST, 2 vln, cello 

BARENREITER (A; Magna) 

HUGGLER, JOHN: 

For Coloratura, Clarinet, Viola, Cello 
Op. 20 

Col S, cl, via, cello 

ACA 

HUTCHESON, JERE: 

Passing 

S, cl, tmb, cello, pf 

SEESAW 

Shadows of a Floating Life 
MezT, fl, vln, bvl, vibra 

SEESAW 

HYSON, WINIFRED: 

Memories of New England (med diff) 
(18 min) 

Mez, vln, pf, perc 

OFC 

Three Love Songs from the Bengali 
(Tagore) (med diff) (9 min) 

Contr, fl, cello 

OFC 

Winter Triptych (med diff) (14 min) 

S, fl, vln, pf 

OFC 


BROUDE 
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IBERT, JACQUES: 

Aria (vocalise) 

Mez, fl, pf 

LEDUC (A: Presser) 

2 Melodies 

med-high, instr/pf 

LEDUC (A: Presser) 

2 Steles Orientees (Segalen) 

S/Mez, fl 

HEUCEL (A: Presser) 

IVES, CHARLES: 

Aeschylus and Sophocles 

(fronn 19 Songs) 

low, pf, 2 vln, via, cello 

NEW MUSIC ED (A: Presser) 

General William Booth Enters into 

Heaven (5 min) 
med, pf stgs 

MERCURY (A; Presser) 

Son of a Gamboleer (from 9 SONGS) 
high, kazoo, stgs, opt pic 

SOUTHERN PEER 

Sunrise (Kilpatrick) 
low, vln, pf 

PETERS 

Vote for Names 
high, 3 pf/1 pf 

SOUTHERN PEER 
IVEY, JEAN EICHELBERGER: 

Absent in the Spring (Shakespeare) 
med, stg trio 

OFC 

A Carol of Animals 
Mez, ob, pf/org 

OFC 

Hera, Hung from the Sky 

Mez, fl, pic, ob, cl, bsn, hn, tpt, 
tmb, timp, perc, pf, cel, elec tape 

AMC 

Prospero (Shakespeare) (9 min) 

B, hn, perc, tape 

FISCHER C 

Solstice (13 min) 

S, fl (pic), perc, pf 

FISCHER C 

Song of Pan 
A, rec/fl, pf 

AMC 

3 Songs of Night (14 min) 

S, A fl, cl, via, cello, pf, tape 

FISCHER C 

Terminus (Emerson) (10 min) 

Mez, tape 

FISCHER C 


JACOB, GORDON: 

3 Songs for Soprano or Mezzo and 
Clarinet (med diff) 

S/Mez, cl, pf 

OXFORD 

JAMES, THOMAS: 

4 Poems of Michael Fried 

S, fl, cl, bcl, vln, via, cello 

BOMART 

JANACEK, LEOS: 

Kinderreime (RIKADLA) (GerEngCzech) 
(high, pf, vln/vla)/(SS, AA, TT, BB, 
pf, vla/vin) 

UNIVERSAL (A; E-A) 

JEFFREYS, GEORGE: 

Heu me miseram (Dialogue: Mary and 
the Angel) 

SB, cont/hpscd 

ed. Aston NOVELLO 

JELINEK, HANNS: 

Unterwegs Op. 28 (cantata) 

S, vibra, bvl 

MODERN 

JERGENSON, DALE: 

Day and Night 
S, ob, tape 

SEESAW 

Tanka Pieces 
S, fl, cl 

SEESAW 

JOHNSON, ROBERT SHERLAW: 

Green Whispers of Gold (diff) 

S, pf, elec tape 

OXFORD 

The Praises of Heaven and Earth (diff) 

S, pf, elec tape 

OXFORD 

JOLAS, BETSY: 

Mots (7) 

SMezContrTB, fl, 2 ob, cl, bsn, 
hpscd, harp, perc 

HEUGEL (A: Presser) 

Quatuor II 

Cols, vln, via, cello 

HEUCEL (A: Presser) 

JOLIVET, ANDRE: 

Suite Liturgique 

S/T, cello, enghn, harp 

DURAND (A: Presser) 

JOMELLI, NICCOLO: (1714-1774) 

Miserere a due Canti Soli (ItCer) 
med-highmed, 2 vln, via, bvl 


FORNI 
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JOSEPHS, WILFRED: 

4 Japanese Lyrics 
high, cl, pf 

NOVELLO 

KADOSA, PAUL 

Folk Song Cantata Op. 30 
(HungCer) 

med, cl, vln, pf 

BUDAPEST (A: Boosey) 

KAGEL, M.: 

Recitativarie for a Singing Harpsichord¬ 
ist 

med vc-harpsichordist 

UNIVERSAL (A: E-A) 

KAKOWEZ, GUNTHER: 

Sommerpoesie-Winterpoesie 
S, ob, cl, tmb, perc, pf, via 

MODERN 

KAPR, JAN: 

Quartet #6 
Bar, stgs 

GENERAL (A: Schirmer) 

KARLINS, M, WILLIAM: 

4 Inventions and a Fugue 
A, bsn, pf 

ACA 

Quartet 
S, stgs 

ACA 

Song for Soprano 
S, fl, cello 

ACA 

Three Songs 
S, fl, pf 

MEDIA 

Three Songs on 16th, 17th 
century Poems 
S, fl, vln, cello 

ACA 

KASEMETS, UDO: 

Communications 
any vc, narr, perc 

BERANDOL 

Variations on Variations 
(on Variations) 

S, instr, tape 

BERANDOL 

KAUDER, HUGO: 

Fiddler of Dooney 
any vc, vln 

SEESAW 

Songs from Deidre 
any vc, fl, harp 

SEESAW 


2 Songs 

any vc, hn, harp 

SEESAW 

Who Coes with Fergus? 
any vc, hn, harp 

SEESAW 

KARG-ELERT, SIGFRID: 

Nun ruhen alle Walder Op. 87 #3 
(Symphonischer Choral) 
med, org, vln 

BREITKOPF W (A; Associated) 

3 Symphonic Chorales Op. 87 #1 (Ger) 

med, org/vin 

BREITKOPF W (A: Associated) 

KATZ, E.: 

6 Cantus Firmus Settings 

med, S rec/A rec, A rec/T rec 

ASSOCIATED 
(A: Schirmer/Associated) 

KAY, ULYSSES: 

3 Pieces after Blake 
Mez, vln, cello, pf 

BMI 


KAYN, ROLAND: 

Phasen 

Female vc, 8-16 perc 

ZERBONI (A: Boosey) 

KELEMAN, MILKO: 

Epitaph (SlavGer) 

Mez, via, 3 perc, vibra 

PETERS 

Musik fur Heissenbuttel 
Mez, cl, vln, cello, pf 

PETERS 

O Primavera (cantata) 

T, stgs 

PETERS 

KELLY, BRYAN: 

Shield of Achilles 
T, timp, perc, stg 

NOVELLO (A: Belwin) 


KELLY, ROBERT: 

Raindrops 
med, 2 pf 

KENDRICK, VIRGINIA: 

Before the World Was 
med-high/med, harp 

jade Summer 

med-high/med, harp 

Tribute 

med-high/med, harp 


ACA 


SCHMITT 

SCHMITT 


SCHMITT 
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Wealth of Mine 

med-high/med, harp 

SCHMITT 

KELTERBORN, RUDOLF: 

Elegie (cantata) 

Mez, ob, perc, cem, via 

MODERN 

Kana (sacred) (diff) (with Auferstehung) 
Bar, 2 vin, org 

BARENREITER(A: Magna) 

KERR, HARRISON: 

Notations on a Sensitized Plate 
high, cl, stqt, pf 

NEW MUSIC ED (A; Presser) 

Carol 

high, 4 stgs 

ACA 

KIESEWETTER, PETER: 

Agonia (scena) 

female vc, 2 perc 

ORLANDO 

Ariel's Songs 

high, cem; low, cem 

ORLANDO 

KILLMAYER, WILHELM: 

Altissimo 

S. T rec, 5 instr 

ORLANDO 

Blasons fur Soprano 
S. cl, pf, vIn, cello 

SCHOTTS (A. E-A) 

Le Petit Savoyard 

S, fl, pic, 4 perc, cem, vin, 
cello, bvl 

MODERN 

KIM, EARL: 

Earthlight (from NARRATIVE-Part VII) 
(Beckett) 

high S, vin, pf, lights 

BOMART 

Eh joe (from NARRATIVE-Part IV) 
(Beckett) 

female vc, 2 vin, cello, 2 tpts, alto 
tmb 

BOMART 

Melodrama (Beckett) (10 min) 
female vc/actress, 2 vin, pf 

BOMART 

KINDERMANN, JOHANN ERASMUS: 
(1616-1655) 

Creator Spirit, by Whose Aid 
SA/TB, 2 vln/2 fl, cont 

CONCORDIA 


Dear Christians, Praise God 

Evermore 

med, 2 vin, cont 

CONCORDIA 

KING, HAROLD: 

Etre Poete (6) 

S, fl, cl. pf 

DONEMUS (A: Peters) 

A Dialogue from "A Century of 

Roundels" 

Bar, bsn/cello, pf 

DONEMUS (A: Peters) 

KITTEL, CHRISTOPH: (ca. 1620-ca. 1680) 

O susser Jesu Christ 
S/T, 2 vIn, cont 

HANSSLER (A: Peters) 

KLEB, GISELHER: 

Romische Elegien (Goethe) 
narr, pf, hpscd, bvl 

SCHOTT (A: E-A) 

KLEIN, JONATHAN: 

Hear. O Israel! 

SA, fl, sax, hn, pf, perc, bvl 

SEESAW 

KNAB, ARMIN: 

Acht Lieder (Goethe) 
high, 4 stgs 

SCHOTTS (A: E-A) 

2 Solo Kantaten 
S, fl, stgs 

SCHOTTS (A: E-A) 

KNAP, ROLF: 

Le Couple(t) 

any vc, pf, electronics 

DONEMUS (A: Peters) 

KOBLER, ROBERT: 

5 Lieder 
S, vin, pf 

BREITKOPF L (A: Broude) 

5 Wilhelm Busch Lieder 
S, vin, pf 

BREITKOPF L (A; Broude) 

KOCH, FREDERICK: 

Monadnock Cadenzas and Variations 
any vc, 2 vin, via, cello, bvl, tpt, cl, 
perc 

SEESAW 

String Quartet II 
S, St qt 

SEESAW 

Trio of Praise 
med, via, pf 


SEESAW 
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KOCH, JOHN: 

Nun juble laut, all Kreatur (sacred) 

(diff) 

SSATB, 2 rec, stgs 

BARENREITER (A; Magna) 

KOELLREUTTER, HANS-JOACHIM: 

8 Haikai des Pedro Xisto 
B, fl, pf, gtr, perc 


MODERN 


KOLB, BARBARA: 

Chansons Bas (diff) (Mallarme) (7) 

(6 min) 

lyric S, gtr/harp, 2 perc 

FISCHER C 


Songs Before an Adieu (diff) 
S, gtr, fl 


BOOSEY 


KOLER, MARTIN: (1620 -?) 

Unser Herr Jesus Christus (cantata) 

(diff) 

SSB, 2 vln, 2 via, bsn, org 

ed. Haacke 
BARENREITER (A; Magna) 

KOLINSKI, M.: 

6 French Folksongs 
S, fl, pf 

BERANDOL 


KOMTER, JAN MAARTEN: 

Chanson d'Automne 
Mez, fl 

DONEMUS (A: Peters) 

In a Gondola 
S, gtr 

DONEMUS (A: Peters) 

KOUNADIS, ARGHYRIS: 

Choreia I 

S, fl, cel, gtr, cello, pf 

TONGER (A: Peters) 

3 Nocturnes nach Sappho 

S, fl, cel, vibra, vln, via, cello 

MODERN 

4 Pezzi 

S, fl, cello, pf 

TONGER (A; Peters) 

KOX, HANS: 

Vues des Anges 
Bar, vln 

DONEMUS (A; Peters) 

KRENEK, ERNEST: 

La Corona (cantata) Op. 91 (Donne) 
Mez Bar, pf 

BARENREITER (A: Magna) 
Quintina uber die 5 Vokale (9 min) 

S, tape, chamb grp 

BARENREITER (A; Magna) 


Sestina Op. 93 

S, vln, gtr, fl, tpt, perc, pf 

BARENREITER (A: Magna) 

KRIEGER, JOHANN PHILLIPP: (1649-1725) 
An den Wassern zu Babel (sacred) 

(med diff) 

STB, 2 vln, cont 

ed. Osthoff 
BARENREITER (A; Magna) 
Cantate Domino 
S, 2 vln, cont 

HANSSLER (A: Peters) 
Heut singt die liebe Christenheit 
SB, tpt, 2 vln, cont 

HANSSLER (A; Peters) 
24 Lieder und Arien Vol 1, 2 (med 
easy) 

Vol 1; S, A, T, cont 
Vol 2; S, A, T, B, cont 

ed. Moser NAGELS (A: Magna) 
Wo willst du hin, weil's Abend ist 
SS/TT, cont 

ed. Seiffert CONCORDIA 
KROL, BERNHARD: 

Horati de vino Carmina Op. 30 (Lat) 

S/T, hn, pf 

SCHAUER (A: Associated) 
In Dulci jubilo Op. 25 (Xmas) (Ger) 
SBar, pf, opt instr 

SCHAUER (A: Associated) 
Maria Klar (sacred) (diff) 

S, gtr, bvl, perc 

BOSSE (A: E-A) 

Tagzeiten O. 43 
S, vln 

SCHAUER (A: Associated) 

KROLC GEORG: 

Cantio fur Bariton (very diff) 

Bar, 2 celli, bvl, org 

BARENREITER (A: Magna) 

Magnificat 

S, ob, cl, A sax, bcl, cello, bvl 

BARENREITER (A: Magna) 

KROPFREITER, AUGUSTINIUS FRANZ: 

Das Hohelied der Liebe 
A, cello, org 

DOBLINCER (A: Associated) 
In Memoriam 
S, fl, via, cello 

DOBLINCER (A: Associated) 

KUBIC, LADISLAV: 

Lament of a Warrior's Wife 
S and narr, bcl, pf, perc, via 

ART IA (A: Magna; Boosey) 
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KUNAD, RAINJER: 

Melodie, die ich verloren hatte 

S, fl, 2 vin, 2 celli 

DEUTSCHER (A; Broude) 
Schattenland Strome 

T, gtr 

DEUTSCHER (A: Broude) 
KUPFERMAN, MEYER: 

Antigonae (monodrama) (Holderlin) 
(Ger)(21 min) 

S, fl, cl, tpt, vIn, cello, pf, 
perc, gtr 

GENERAL (A; Schirmer) 
Cummings Songs (3) (8 min) 

Bar, pf 

GENERAL (A: Schirmer) 
Dem unbekannten Gott (cantata) 
(Nietsche) (13 min) 

S, fl, ob, pf, elec hpscd, stg trio 

GENERAL (A; Schirmer) 
Li-Po (cantata) (5) (Ger) (20 min) 

S, fl, ob, hpscd, cello 

GENERAL (A: Schirmer) 
Mask of Electra (Kupferman) (9 min) 
Mez, ob, elec harp 

GENERAL (A: Schirmer) 
Moonchild and the Doomsday Trom¬ 
bone (2) (Kupferman) (23 min) 

Mez, ob, sax, tpt, pf, elec hpscd, 
bvl, dms, vibra 

GENERAL (A: Schirmer) 
The Body: PROCESSION OF THE 
PARTS (Benedikt) (5) (19 min) 
singer-narr, fl, cl, vin, cello, 
elec hpscd 

GENERAL (A: Schirmer) 
The Conceptual Wheel (3) (Benedikt) 

(12 min) 

S, pf, cl 

GENERAL (A; Schirmer) 
The Lament of Orfeo (miniopera) 
(GerEng) (5 min) 

Mez, gtr 

GENERAL (A; Schirmer) 
The Smiles in my Living Room (3) 
(Benedikt) (6 min) 

Mez, fl 

GENERAL (A; Schirmer) 
3 Blake Songs (7 min) 

S, cl (some improvisation) 

GENERAL (A: Schirmer) 
KURTAG, GYORGY: 

Erinnerung an einen Winterabend Op. 

8 (4) (med diff) 

S, vin, cym 

UNIVERSAL (A: E-A) 


LADERMAN, EZRA: 

From the Psalms (diff) 

S, (fl, cl, vin, cello, pf)/pf 

OXFORD 

LAMBERT, CONSTANT: 

A Song Cycle on the Birth of Jesus 
S, harp/pf 

CHESTER (A: Magna) 
LA MONTAINE, JOHN: 

Songs of the Nativity (Op. 13a) 

(12 min) 

med, tamb, opt bells, org 

CRAY (A: Belwin) 

LANDINI, FRANCESCO: (ca. 1325-1397) 
Songs (14th century) (It) 
var vcs, lute/2 old Instr 

ed. Schrade UOISEAU 

LANERI, ROBERTO: 

Esorcismi I 

Screaming vc, cl, tmb, via, perc 

SEESAW 

LANZA, ALCIDES: 

Ekphonesis II (12 min) (scena) 

female vc, elec tape, slide projec¬ 
tions, color score 

BOOSEY 

Penetrations II (12 min) 

var vcs, winds, perc, kybd, elec 
tape, elec extensions 

BOOSEY 

Penetrations III (13 min) 

var vcs, 8 sound sources, elec tape 
and extensions 

BOOSEY 

Penetrations V 

var vcs, lights, 10 sound sources, 
elec tape and extensions 

BOOSEY 

Penetrations VI (17 min) 

actress/singer, chamb ensemble, 
lights, elec tape and extensions 

BOOSEY 

Penetrations VII (17 min) 

any vc, spot light, elec tape and ex¬ 
tensions 

BOOSEY 

3 Songs (6 min) 

S, fl, cl, bcl, tmb, vibra, perc 

BOOSEY 

LASSUS, ORLANDO DE: 

10 Chansons 
SATB/4 instr 

LPME (A: Galaxy) 
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LAWES, HENRY: (ca. 1595-1662) 

Hymns to the Holy Trinity (med easy) 
med, pf, cello 

OXFORD 

LAWES, WILLIAM: (with Henry Lawes) 
Dialogues for Two Voices and Con¬ 
tinue 

ST, TB, SB, cont 

ed. Jesson PENN STATE 

LECHNER, KONRAD: 

Cantica I 

Mez, chamb grp 

CERIC (A: Belwin) 

Cantica II 

S, fl, cello, perc, treb instr/cem 

CERIC (A; Belwin) 

Requiem (Lat) 

A, 2 ob, enghn, via, cello, bvl, 
cem/org 

PETERS 

LEDUQ lACQUES: 

Sortileges Africaines Op. 20 (5) 
med, A sax, pf, perc 

CBDM (A: Elkan H) 

LEES, BENJAMIN: 

Medea of Corinth (Jeffers) (28 min) 
SMezBarB-Bar, ww, timp 

BOOSEY 

LEG LEY, VICTOR: 

Zeng Op. 63 (7) (Flem) 

S, 4 stgs/pf 

CBDM (A: Elkan H) 

LEHMANN, LIZA: 

Good Night Babette (Dobson) 

S, Bar/B, (pf, vin, cello)/pf 

NYP LI BE 

LEHNER, WALTER: 

Und fried den Menschen auf der 
Erd (Xmas) 

med, 2 vln, cello 

DOBLINGER (A: Associated) 

LEIBOWITZ, RENE: 

Capriccio Op. 41 (Cer) 

high S, fl, cl, via, cello, cel, hpsed, 

3 perc 

BOMART 

Chanson Dada Op. 76b (Tzara) (5 min) 
child VC, cl, hn, cello, pf 

BOMART 

Motifs Op. 74 (Limbour) (5 min) 
narr, fl, cl, vln, via 

BOMART 

Serenade Op. 38 (Hblderlin) 

Bar, 8 instr 


Sonnet Op. 77 (cummings) (2 min) 

S, fl, cl, hn, vln, cello 

BOMART 

String Quartet No. 7 Op. 72 (Cer) (12 
min) 

B, stqt 

BOMART 

3 Poems of Georges Limbour Op, 46 (5 
min) (Fr) 

S, fl, cl, stg trio, pf 

BOMART 

LEICHTLING, ALAN: 

Arethuna (Shelley) (5) 

Bar, pf 

SEESAW 

Canticle I 
S, fl 

SEESAW 

11 Songs from A SHROPSHIRE LAD 
B, chamb orch 

SEESAW 

My Lady Anita's Songbook 
Col S, pf 

SEESAW 

Psalm 37 

A, harp, pf, 4 perc, 2 vln, 
via, cello 

SEESAW 

3 Songs (Dickinson) 

B, cello 

SEESAW 

Trial and Death of Socrates 
B, cl, fl, harp 

SEESAW 

Two Proverbs 
A, 3 cl 

SEESAW 

LEONARDO, LEO: (1694-1744) 

Praebe, Virgo, Benignas Aures (Lat) 
high S/Col S, org 

ed. Ewerhart BIELER 

Salve Regina 
S, 2 vln, cont 

BIELER 

LEONCAVALLO, RUGGIERO: 

Serenade Frangaise 
high, vln, pf 

CHOUDENS (A: Peters) 

LERDAHL, FRED: 

Aftermath (30 min) 

SMezBar, 2 fl, ob, 2 cl, bsn, harp, 
perc, 4 stgs 

BOMART 

(Eros) (23 min) 

Mez, A fl, via, elec gtr, elec bvl, 
gtr, hp, 2 perc, elec pf 


BOMART 


BOMART 


Voice with Instruments 


351 


Wake (cummings) (16 min) 

S, stg trio, hp, perc 

BOMART 

LESSARD, JOHN: 

5 Poems of John Herrick 
Mez, vln, pf 

ACA 

LESUR, DANIEL* 

4 Songs with Instrumental 
Accompaniment 

high, harp, fl, vln, via, cello 

DURAND (A; Presser) 

LETELIER LLONA, ALFONSO: 

4 Canciones de Cuna (Sp) 
med, fl, cl, stgs, harp/pf 

SOUTHERN PEER 


LOEFFLER, CHARLES: 

Canticum Fratris Solis 
med-high, chamb orch 

LIBE C: NYP LIBE 

4 Poemes Op. 5 

Mez, via, pf 

LIBE C 

LOMAN, RUTH: 

5 Songs after Blake 

low, via 

AMC 

Phase II 

S, cello, pf 

AMC 

Songs for a Requiem 
S, fl, 2 cl, bsn 

AMC 


LEVY, FRANK: 

Specks of Light 

S, fl, hn, vln, via, cello, harp 

SEESAW 

LEWIS, PETER TOD: 

5 Japanese Songs 
ST, vln, via, cello 

ACA 

Song 

S, 3 stgs 

ACA 

LEWKOVITCH, BERNARD: 

Cantata Sacra (Lat) 

T, 6 instr 

HANSEN (A: Magna) 

3 Orationes (Lat) 

T, ob, bsn 

HANSEN (A: Magna) 


LIEBERMANN, ROLF: 

Capriccio 

S, vln, pf (no words) 

UNIVERSAL (A: Boonin) 
Chinesische Liebeslieder 

T, harp, stg orch 

UNIVERSAL (A: Boonin) 

LIGETI, GYORGY: 

Aventures 

SABar, fl, hn, perc, cem, pf, 
cello, bvl 

PETERS 

Nouvelles Aventures (syllables only) 

Col S, A, Bar, fl, hn, perc, cem, pf, 
cello, bvl 

PETERS 


LIPTAK, DAVID: 

Feuillet d'Album 

any male vc, fl, tape 

SEESAW 


LORA, ANTONIO: 

At Sunset Time 
Mez, 4 stgs 

ACA 

Green Air 

S, fl, ob, cl, bsn, hn, tpt, tmb, 
timp, stgs 

ACA 


LU, YEN: 

Concert Piece I 

med, fI, cl, vln, cello, perc 

SEESAW 

LUBECK, VINCENTIUS: (1654-1740) 
Wilkommen, susser Brautigam 
SS/SSB, 2 vln, cont 

HANSSLER (A: Peters) 

LUENING, OTTO: 

Hast Never Come to Thee (Whitman) 

(1 min) 

S, fl 

ACA 

Suite for Voice and Flute (4) (8 min) 

S, fl 

ACA 

The Soundless Song (anonymous) 

(6 min) 

S, 2 vln, via, cello, fl, cl, pf 

ACA 

3 Songs for Soprano and Small 
Orchestra 

S, chamb orch 

ACA 

When in the Languor of Evening 
(Gibbon) (5 min) 

S, stqt/ww qt, pf 

ACA 

LULLY, JEAN-BARTISTE: 

Monologue et Deploration d'Oriane 
S, stgs 


HEUGEL (A: Presser) 
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LUNA, P-: 

El Nino Judio 
high, gtr 

ed. Azpiazu UME (A: Associated) 
LUTOSLAWSKI, WITOLD: 

L'Invitation au Voyage 

S, narr, 3 cl, pf, perc 

MOECK (A: Belwin) 
Paroles Tissees (Woven Words) (4) 

T, stgs, harp, pf. perc 

CHESTER (A: Magna) 

LUTYENS, ELIZABETH: 

And Suddenly, it's Evening Op. 65 
(Quasimodo) 

T, 2 tpt, 2 tmb, bvl, vin, hn, cello, 
harp, cel, perc 

SCHOTT (A; E-A) 

O Saisons, O Chateaux Op. 13 (Rim¬ 
baud) 

S, mand, gtr, harp, stgs 

BELWIN 

LYBBERT, DONALD: 

Lines for the Fallen (Blake) 

(very diff) 

high S, 2 prepared pf 

PETERS 

MACBRIDE, DAVID: 

Duo 

SS, via, bsn, pf. org, perc 

SEESAW 

MACHAUT, GUILLAUME DE: (ca. 1300- 
1377) 

Ballades, Rondeaux, Virelais 
var vcs, lute 

ed. Schrade L'OISEAU 
MADER, CLARENCE: 

3 Biblical Songs 

med, org 

WESTERN 

MAJO, GIAN FRANCESCO DE: 

(ca. 1740-1771) 

Sicut Cerva, Quae per Valles 
S, org 

BIELER 

MALIPIERO, GIAN FRANCESCO: 

Dialoghi: #3 con Jacopone da Todi 
high, 2 pf 

RICORDl (A: Schirmer) 
Le Sette Allegrezze d'Amore 
female vc, 14 instr 

ZERBONl (A: Boosey) 

4 Vecchie Canzoni 

Bar, 7 instr 


MALIPIERO, RICCARDO: 

2 Ballate 

var vcs, gtr 

ZERBONl (A: Boosey) 
In the Time of Daffodils 
SBar, 7 instr 

ZERBONl (A: Boosey) 

Monologo 

female vc, stgs 

ZERBONl (A: Boosey) 
Preludio, Adagio e Finale 
female vc, 5 perc 

ZERBONl (A: Boosey) 
6 Poesie di Dylan Thomas 
S, 10 instr 

ZERBONl (A; Boosey] 

MAM LOCK, URSULA: 

5 Songs from STRAY BIRDS (Tagore) 

S, fl, cello 

ACA 

Haiku Settings 
S, fl 

ACA 

MARCELLO, BENEDETTO:(1686-1739) 

Arias from Solo Cantatas (ItEng) 

Vol 1, 2 
high, pf 

ed. Edmunds ROW (A: Fischer C) 
O mein Cott, du meine Hoffnung 
A, via, cello, org 

PETERS 

Voi mi piagaste, o Dio 
S, fl, harp, stgs 

CARISCH (A; Boosey) 

MARGOLA, FRANCO: 

3 Epigrammi Creci 

high, hn, pf 

BONCIOVANNI (A: Belwin) 
MAROS, MIKLOS: 

Descort (no words) 

S, fl, bvl 

NORDISKA (A: Magna) 
MAROS, RUDOLPH: 

Sirato (very diff) 

med, chamb grp (10) 

SOUTHERN PEER 

MARSH, ROGER: 

PS 

female vc, tmb, bvl 

NOVELLO (A: Belwin) 

Streim 

S, fl, cl, tpt, bvl 

NOVELLO (A: Belwin) 


ZERBONl (A: Boosey) 
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MARSHALL, P.: 

Watchman for the Morning 
med, hn, pf 

SEESAW 

MARTIN, FRANK: 

4 Sonnets to Cassandra (from LES 
AMOURS DE RONSARD) 
mez, fl, via, cello 

HUG (A: Peters) 
3 Chants de Noel (Rudhardt) (FrGerEng) 
high, fl, pf 

UNIVERSAL (A: E-A) 
MARTINU, BOHUSLAV: 

Himmelsschlussel (5) (Moravian 
Folksongs) 

SA, vln, pf 

BARENREITER (A: Magna) 
Petrklic (CzechEngGer) 

SA, instr/pf 

PANTON (A: Schirmer) 

MARX, JOSEPH: 

Du bist der Garten 
med, vln, pf 

UNIVERSAL (A; E-A) 
Pan trauert urn Syrinx (mythological 
scene) (Wildgans) 
high, fl, pf 

UNIVERSAL (A: E-A) 

MARX, KARL 

Botschaft Op. 41 (cantata) 

(med diff) (jLinger) 

S. 2 S rec, pf; S 2 S rec, 5 stgs 

BARENREITER (A: Magna) 
Da Christus geboren war (Xmas) (med 
diff) 

A, fl, vln, cello, cem 

BARENREITER (A; Magna) 

3 Liebeslieder Op. 42a 

S, 4 stgs 

BARENREITER (A: Magna) 
Fruhlingstau, in deinen Augen 
Op. 38 (cantata) (med diff) 

A, S rec/fl/ob, pf 

BARENREITER (A: Magna) 
Cebete der Madchen zur Maria (Rilke) 
(cycle) Op. 2 
S, stgs 

BARENREITER (A: Magna) 

4 Gesange vom Tage Op. 25 
(med diff) 

B, 5 stgs/orch 

BARENREITER (A; Magna) 
MASON, DERRICK: 

3 Episodes (easy) 

2 treb vcs, xylo, glock, tri, cym, side 
dm, tamb, pf 


MASSENET, JULES: 

Chants Provencal 
high/med, ob, stgs 

HEUGEL (A; Presser) 

Elegie 

high, cello; Med, cello; Low, cello 
ASHDOWN 

MATOUSEK, LUKAS: 

Kantata II 
S, cl, bsn 

CZECH 

MATSUDAIRA, Y.: 

Katsura 

VC, fl, harp, gtr, perc 

ONGAKU (A; Presser) 

MATSUMURA, TEIZO: 

Ac hi me 

S, fl, ob, cl, bsn, A sax, hn, tpt, 
tmb, perc, pf, cello, bvl 

ONGAKU (A: Presser) 

MATTHIAS, WILLIAM: 

Ceremony after a Fire Raid (Thomas) 
SATBarB, pf, perc 

OXFORD 

MAXWELL DAVIES, PETER: 

Dark Angels 
S, gtr 

BOOSEY 

8 Songs for a Mad King (Stow; King 
George III) (33 min) 
actor-singer, fl/pic, cl, 
pf/hpscd/dulcimer, vln, cello, 
perc 

BOOSEY 

Fiddler at the Wedding 
Mez, chamb grp 

BOOSEY 

Fool's Fanfare 

speaker, instr grp 

BOOSEY 

Frammenti di Leopardi (cantata) 

S, A fl, ob, cl, tmb, tpt, bsn, 
perc, harp, cello 

SCHOTT (A; E-A) 

From Stone to Thorn 

S, bcl, hn, hpscd, sitar, perc 

BOOSEY 

Hymn to St. Magnus 
S, chamb grp 

BOOSEY 

Missa Super L'Homme Arme 
speaker-singer, chamb grp 

BOOSEY 

Miss Ponnithorne's Maggot 
Mez, chamb grp 


BOOSEY 


BOOSEY 
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MAXWELL DAVIES, PETER: (cont'd.) 

Revelation and Fall (Iraki) 

S, chamb grp (3 perc) 

BOOSEY 

Tenebrae super Gesualdo 
Mez, gtr, chamb grp 

BOOSEY 

MAYER, MARTIN: 

Das Weihnachtsevangelium (Cer) 

SA, 2 vln, org/pf 

BELWIN 

MAYER, WILLIAM: 

Kartoum 

S, fl, pf, vln, cello 

PRESSER 

Miniatures 

S, fl, tpt, vln, cello, perc, pf 

PRESSER 

News Items 

S, fl, tpt, vln, cello, perc, pf 

PRESSER 

MCBRIDE, ROBERT: 

Brooms of Mexico 

S, chamb grp 

ACA 

Commentary 

T, 2 tpt, 2 tmb, pf, bvl, dm, syn 

ACA 

Nonsense Syllables (Vocalise #3) 

S, fl 

ACA 

Vocalise 
S, fl 

ACA 

MEACHUM, MARGARET: 

In Icy Moonlight 
S, fl, perc, pf, tape 

AMC 

3 French Songs 

S, fl(pic), pf, plucked pf, stgs 

AMC 

MELLERS, WILFRED H.: 

Rose of May 

speaker, S, fl, cl, stqt 

NOVELLO (A: Belwin) 

Ship of Death 

ST, 2 cl, 2 vln, via, cello 

NOVELLO (A: Belwin) 

MENDELSSOHN, FELIX: 

Wer nur den lieben Gott lasst walten 
(cantata) 

S, cl, stgs 

BARENREITER (A: Magna) 


MENDES, G.: 

Nasce Morre 

any vcs, perc, elec tape 

SOUTHERN PEER 

MESSIAEN, OLIVIER: 

La Mort du Nombre 
ST, vln, pf 

DURAND (A; Pressed 
3 Melodies pour Soprano 
S, instr/pf 

DURAND (A: Presser) 
MESTRES-QUADRENY, JOSEP-MARIA: 
Invencions Movils 11 
S, tpt, elec gtr 

SEESAW 

Suite Buff a 
S, pf, dancer 

SEESAW 

MEYERBEER, GIACOMO: 

Hirtenlied 
S, cl, pf 

PETERS 

MIGOT, GEORGES: 

2 Steles (Segalen) 

med-high, harp, cel, bvl, perc 

LEDUC (A: Brodt, Presser) 

MIHALOVICI, MARCEL 
Gantilene 

Mez, fl, 3 cl, perc, cel, 
harps, stgs 

BIELER 

MILAN, LUIS: 

Levaysme amor d'acquesta terra 
med, gtr 

UME (A: Associated) 
Toda mi vida os ame (Lavie) 
med, gtr 

UME (A: Associated) 

MIIANS, TOMAS: 

3 Motetten 

S/T, cont; B, cont 

BIELER 

MILARTE, J. DE: 

A la Sombra de mis Cabellos 
med, gtr 

UME (A: Associated) 

MILHAUD, DARIUS: 

Adieu (cantata) (Rimbaud) 
high, fl, via, harp 

ELKAN V (A: Presser) 
Machine Agricoles (6) 

med, fl, cl, bsn, vln, via, 
cello, bvl 


UNIVERSAL (A: E-A) 
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Poemes de Catulle (4) 
high, vln 

HEUCEL (A; Presser) 
Psaume 129 (Claudel) 

Bar, 2 pf 

UNIVERSAL (A; E-A) 
MILLER, EDWARD JAY: 

Basho Songs (5 Haiku) 

S/Mez, 3 perc 

U INDIANA PR 

Mists and Waters 
S, vln, cl, pf, perc 

ACA 

MIMAROGLU, ILHAN: 

Celebration 

speaking vc with vocal effects, 

2 gtr 

SEESAW 

Epicedium 

A, vln, cello, pf, cl 

SEESAW 

MIROGLIO, FRANCIS: 

Magies (very diff) 

S, 10 instr 

ZERBONI (A: Boosey) 

MOLLICONE, HENRY: 

2 Love Songs 

T, vln 

ACA 

MONFERRATO, NATALE (1603-1685) 

Alma Redemptoris Mater 
S/T, cont 

BIELER 

MONSIGNY, PIERRE: 

Pour Vous mon Coeur 
S, ob, pf 

BROEKMANS (A; Peters) 
MONTEVERDI, CLAUDIO: 

A Voce Sola (arie, canzonette, 
recitativi) 

med-high, cont 

ed. Malipiero 
RICORDI (A: Schirmer) 

Combattimento di Tancredi e Clorinda 
(cantata) 

ST Bar, stgs, cont 

ed. Malipiero CHESTER (A: Magna) 
Dreistimmige Canzonetten (Vol 1-3) 

SAT, S rec, A rec, T rec 

UNIVERSAL (A; E-A) 

Exulta Filia (motet) 
high, cello, cont 

SCHOTTS (A: E-A) 


5 Songs (EngLat) 
med, pf, opt cello 



PRESSER 

Hohenliedmotett 


S/T, cont 

BIELER 

Jam moriar, mi fili 


S, cont 

BIELER 

Kammerduette 



highhigh, cont 

ed. Landshoff PETERS 
Lamento d'Arianna 

A, 5 stgs, cont 

ed. Moser 
BARENREITER(A: Magna) 
Lettera Amorosa 
med, stqt, cont 

ed. Paumgartner 
BARENREITER(A: Magna) 
Tern pro la Cetra 
high, stgs. cont 

BARENREITER(A: Magna) 

Salve Regina 
T/S, cont 

BIELER 

Scherzi Musical! (ItCer) (vol 1 (6); 

Vol 2 (4)) 

SSBar, 2 vln, cont 

BARENREITER(A: Magna) 
Zwei Motetten 

B, cont 

BIELER 

MONTSALVATJE, XAVIER: 

5 Invocaciones al Crucificado 
S, 12 instr/pf 

SOUTHERN PEER 

MOORE, DOROTHY RUDD: 

From the Dark Tower (cycle) 

Mez, cello, pf 

ACA 

Songs for Mezzo and Oboe from 
the Rubaiyat (12) 

Mez, ob 

ACA 

Sonnets on Love, Rosebuds, and 
Death (8) 

S, vln, pf 

ACA 

Weary Blues 
B, cello 

ACA 

MOORE, DOUGLAS: 

Ballad of William Sycamore 
B, fl, tmb, pf 


GALAXY 


356 


Appendix 


MORIN, JEAN BAPTISTE: (ca. 1677-1745) 
Ad Mensam Coelitus 
S/T, cont 

BIELER 

Venite, Exultemus 
S/T, cont 

BIELER 

MORLEY, THOMAS: 

First Book of Ayres 
med-high, pf/lute 

ed. Fellowes STAINER (A; Galaxy) 
2-Part Canzonets 
med, vlas/recs 

ed. Boalch PETERS 

MOROI, MAKOTO: 

Developpements Rarefiants 
S, fl, bcl, via, clavoline/Ondes 
Martenot, pf, 2 perc, 2 cym 

ONGAKU 

MORYL, RICHARD: 

Corridors (no words, sounds only) 
med, perc 

ACA 

MOTTE, DIETHER: 

Drei Gesange (Gyphius) (diff) 

Bar, org 

BARENREITER (A: Magna) 

MOZART, W. A.: 

Ah, vous dirai-je maman 

S, pf, fl 

RICORDl BA (A: Schirmer) 

Ave Verum 

S/T, vln/cello, pf 

LIENAU (A; Peters) 

Cara, se le mie pene 

T, 2 hns, vln, via, cont 

BARENREITER (A; Magna) 
L'amerd, sar6 costante (It) 

S, vln, pf 

BREITKOPF W (A: Associated) 
L'amerd, sar6 costante (Ger) 

S, vln, pf 

LIENAU (A: Peters) 
Non temer, amato bene K. 490 
S, vln, pf 

BROEKMANS (A: Peters) 
Parto, parto K. 621 
S, cl, pf 

PETERS 

Parto, parto (ItEng) 

S, cl, pf 

ed. Bergmann SCHOTT (A: E-A) 
Passionslied K. 146 
S, chamb grp/org 

BARENREITER (A: Magna) 


Per pieta non ricercate 
S, chamb grp 

BARENREITER (A: Magna) 
Per questa bella mano 
B, cello/bvl, pf 

INTERNATL 

Schon lacht der holde Fruhling 
S, vln, pf 

BREITKOPF L (A; Broude) 

6 Nocturnes 

SSB, pf, 2 vln, cello 

PETERS 

Vado, ma dove? 

S, chamb orch 

BARENREITER (A: Magna) 
Vocal Trios with Instrumental Ensem¬ 
ble, Ensemble, Duets with Orchestra, 
Quartets with orchestra (#943-946) 

1-4 vcs, instr/orch 

EDWARDS; KALMUS (A: Belwin) 
MUDARRA, ALONSO DE: 

Isabel, perdiste la tu faxa 
med, gtr 

UME (A: Associated) 
Tres libros de musica en cifra 
para vihuela 
med, gtr 

UME (A: Associated) 
Triste estaba el Rey David 
med, gtr 

UME (A: Associated) 

MUSCRAVE, THEA: 

5 Love Songs 
S, gtr 

ed. Jessit CHESTER (A; Magna) 
Primavera 

S, fl 

CHESTER (A: Magna) 

Sir Patrick Spens 

T, gtr 

CHESTER (A; Magna] 
NABOKOV, NICOLAS: 

Symboli Chrestiani 

Bar, 2 fl, 2 bsn, 2 hn, 2 tpt, timp, 
perc, pf, cel, harp, stgs 

AMPHION (A: E-A) 
NARVAEZ, LUIS DE: (1500?-1550) 

Con que la lavare (Sp) 
med, gtr 

ed. Aspiazu UME (A: Associated) 
NAYLOR, BERNARD: 

The House of Clay (cantata) 

Bar, fl, cl, bsn, vln, via, cello 

NOVELLO (A: Belwin) 
The Living Fountain (cantata) 
high, stgs 


NOVELLO (A: Belwin) 
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No so Far as the Forest 
S, 2 vln, via, cello 

NOVELLO (A: Belwin) 
Sing, O My Love (cantata) 

Bar, stgs 

NOVELLO (A; Belwin) 
NEWMAN, ANTHONY: 

Barricades (after Couperin) 
med, gtr/pf 

SCHIRMER 

NICOLAI, OTTO: (1810-1849) 

Salve Regina 
S, org, vln 

BOHM 

NIELSEN, RICCARDO: 

Canymed (It.) 

S, cl, cello, pf 

BONGIOVANNl (A: Belwin) 
NIELSEN, SVEND: 

Duets (DanCer) 

SA, fl, perc, cello 

HANSEN (A: Magna) 

NILSSON, BO: 

Quartets (8) 

SATB, wind instr 

PETERS 

Sacred Cantata for High Voice 
and Organ 
high, org 

BARENREITER (A: Magna) 
Stunde einer Blocks (Swed) 

S, 6 instr 

NORDISKA (A; Magna) 

NIN, lOAQUIN: 

Le Chant du Veilleur (FrDutch) 

Mez, vln, pf 

ESCHIC (A: Associated) 

NIN-CULMELL, JOAQUIN: 

2 Poems of George Manrique 

S, stqt 

ESCHIG (A: Associated) 
NIVERS, GUILLAUME: (1617-1714) 

3 Marienmotetten 

S/T, cont 

ed. Ewerhart BIELER 
Lo, Behold we come to Adore Him 
SA, cont 

CONCORDIA 

4 Motetten 

S/T, cont 

ed. Ewerhart BIELER 

NOBRE, MARLOS: 

Ukrinmakrinkrin Op. 17 
S, ww, pf 


NOVAK, JAN: 

Apicius Modulatus (kitchen recipes) 
med, gtr 

ZANIBON (A: Peters) 

Joci Vernales 

Bar, 4 perc, harp, pf, electric band 
MODERN 

Passer Catulli 

Bar, fl, ob, cl, bsn, hn, vln, 
via, cello, bvl 

MODERN 

NOWAK, LIONEL: 

5 Songs (Nemerov) 

Mez, cello, pf 

ACA 

Maiden's Song (Hopkins) 

S, vln, cl, pf 

ACA 

NUTTING, GODFREY: 

Carden I Love 

high, pf; med, pf; low, pf 
(obblig. vln) 

LEONARD-ENG (A; Brodt) 
NYSTEDT, KNUT: 

The Moment Op. 52 
S, cel, perc 

ASSOCIATED 
(A: Schirmer/Associated) 

OBOUSSIER, ROBERT: 

3 Arien nach Klopstock (diff) 

Col S, ob, hpscd 

BARENREITER (A: Magna) 

OGIHARA, TOSHITSUGU: 

6 Poems of Eiko Sadamatsu 

S, cl, cello, pf 

JAPAN 

OLIVE, JOSEPH: 

Mar-Ri-la-A 

S, fl, cl, hn, vln, cello, 2 perc, tape 
ACA 

OMIZZOLO, ENRICA: 

Liriche di Rocco Scotellari (3) 

high S, 2 fl, cl, vln, via, cello, xylo, 
cym (also pf reduction) 

ZANIBON (A; Peters) 

ORBON, JULIAN: 

3 Cantigas del Rey 

S, hpscd, 2 vln, via, cello, 2 perc 

COLOMBO (A; Belwin) 

ORGAD, BENZION: 

Our of the Dust (EngHeb) (17 min) 

Mez, fl, bsn, via, cello 

NYP LIBE 


SOUTHERN PEER 
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ORLAND, HENRY: 

Love and Pity 
S, cl, via 

SEESAW 

ORTHEL, LEON: 

4 Songs Op. 64 
S/T, cl, pf 

CXDNEMUS (A; Peters) 

Nonnenklage Op. 25 

S, 2 fl, 3 cl, 2 hn, harp, stgs 
(also pf) 

DON EMUS (A: Peters) 

OSTERC, SLAVKO: 

4 Cradnik-Lieder 
Mez, 4 stgs 

CERIC (A: Belwin) 

OTHMAYR, CASPAR: 

Ceistliche Zwiegesange (nned diff) 
highlow, org 

ed. Lipphardt 
BARENREITER (A; Magna) 

OTTEN, LUDWIG: 

Divertimento 

S, fl, enghn, via, cello 

DON EMUS (A; Peters) 

Kwintet 
S, 4 stgs 

DON EMUS (A; Peters) 

Quadro 

S, fl, via, pf 

DONEMUS (A: Peters) 

PABLO, LUIS DE: 

Commentarios 
S, pic, vibra, bvl 

MODERN 

Closa 

S, 2 hn, vibra, pf 

TONOS 

Ein Wort 

med, cl, vin, pf 

ed. Benn TONOS 

PAISIELLO, GIOVANNI: (1741-1816) 

Lode al ciel (BARBER OF SEVILLE) 

S, fl, pf 

PETERS 

Rien ne peut calmer ma peine (FrEng) 

S, treb rec, pf 

ed. Hunt SCHOTT (A: E-A) 

PALMER, ROBERT: 

Of Night and the Sea 
SAT Bar, 11 instr 

SOUTHERN PEER 


PANDER, O. V.: 

Sinfonie des Frauenlebens 
A, stgs, pf 


BOHM 


PANNI, MARCELLO: 

Quattro Melodie 
S, 3 instr 

ZERBONI (A; Boosey) 
3 Arie e Quattro Danze 
Mez, 7 instr 

ZERBONI (A; Boosey) 

PARKER, ALICE: 

Songs for Eve (MacLeish) (75 min) 
SATBar, stqt (solos and ensembles) 
HINSHAW 

PARRIS, ROBERT: 

Mad Scene 

SBarBar, fl, ob, cl, bsn, hn, tpt. 


perc, 4 stgs 

ACA 

3 Passacagllas 


S, hpscd, vin, cello 

ACA 


PARSONS, MICHEEL 

Mindfulness of Breathing 
Low male vc, instr 

EXP MUS CAT 


PASATIERl, THOMAS: 

Rites de Passage (Phillips) (Eng) 

S/high Mez, stqt/pf 

BELWIN 

Far from Love (Dickinson) 

S, cl, vIn, cello, pf 

BELWIN 

PASQUINI, BERNARDO: (1637-1710) 

Verdi Tronchi (from ALTE MEISTER 
DES BEL CANTO, Vol 1) 

S, vin, pf 

ed. Landshoff PETERS 


PEETERS, FLOR: 

Ivory Tower (6 sacred Songs) 
(MARIENLIEDER) Op. 47 (Albe) 
(EngFlem) 
med, org/pf 

PETERS 

Speculum Vitae (Mirror of Life) Op. 36 
(4) (EngCer) (Simons) 
high/med, org 

PETERS 


PEHRSON, J.: 

De Rerum Natura 

T, fl, ob, cl, mand, vin, 
2 celli, perc 


SEESAW 
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PELLEGRINI, DOMENICO: (ca. 1649-?) 
Dicite, Mortales 
S/T. cont 

BIELER 

PENDERECKI, KRYSZIOF: 

Strophes (8 min) 

S, speaker, fl, xylorimba, pf, 2 cym, 
gong, tamtam, vin, via, bvl 

PWM (A; Belwin) 

PENN, WILLIAM: 

3 Songs on Teton Sioux Poems 
S, 2 pf, 2 perc 

SEESAW 

PENNISI, FRANCESCO: 

Fossile 

Male VC, 8 instr 

ZERBONI (A: Boosey) 

PEPPING, ERNST: 

5 Lieder (Paul Gerhardt Liederbuch) 
(med diff) 
med, org 

BARENREITER (A: Magna) 
PEPUSCH, JOHN CHRISTOPHER: 

Corydon (cantata) 

S. fl/treb rec. pf 

ed. Wailes SCHOTT (A; E-A); 
UNIVERSAL (A: E-A) 

PERERA, RONALD: 

Dove sta amore (Ferlinghetti) 

S, tape 

SCHIRMER EC 

3 Night Pieces 

SSAA, pf, perc, cello 

SCHIRMER EC 
3 Poems of Gunter Grass 

Mez, fl, cl, pf, vIn, via, cello, tape 
SCHIRMER EC 

PERGOLESl, GIOVANNI: (1710-1736) 

Ave Verum (It) 

Mez, stgs 

CURCI 

Chi non ode e chi non vede (cantata) 

S, stgs 

ed. Mortari CARISCH (A; Boosey) 
Nel chiuso centro (It) 

S, stgs, cem 

PETERS 

Salve Regina 
S, org, stgs 

ed. Gerelli CURCI 
Siste, Superbe Fragor (Lat) 
low, org, stgs 

ed. Gerelli CURCI 


Stabat Mater (Psalm 51) 

SA, stgs, org 

RICORDI (A: Schirmer); BREITKOPF W 
(A: Associated) 

To this Dark Dungeon 
S. 2 vin, via, cont 

CERIC (A: Belwin) 

PERISSAS, M.: 

Le Petit Soldat (5) 
med, pf 

OUVRIERES(A; Galaxy) 

PERRY, JULIA: 

Stabat Mater 
contr, stqt 

SOUTHERN PEER 

PERTI, GIACOMO: (1661-1756) 

II Mose (cantata) 

5 vcs, stgs 

FORNI 

La Notte llluminata (Xmas cantata) 

Bar, stgs 

FORNI 

Laudate Pueri (cantata) (med diff) 
med. vin, via, cello, bvl; SATB, 
vin, via, cont 

ed. Berger PENN STATE 

PETERKIN, NORMAN: 

By a Bank I Lay 
SS, 4 stgs 

OXFORD 

PETRASSI, GOFFREDO: 

Beatitudines 
Bar/B, 5 instr 

ZERBONI (A: Boosey) 

2 Liriche di Saffo 
S, instr 

ZERBONI (A: Boosey) 

Vocalizzo per Soprano 

S, fl, ob, cl, bsn, tpt, harp, stgs 

CARISCH (A: Boosey) 

PETZ, JOHANN CHRISTOPH: (1664-1716) 

Cuter Geber, Lob und Preis sei dir 
med, 2 S rec, cont 

HANSSLER (A; Peters) 

Mentre Fra Mille Fion (cantata) 

S, fl, cont 

SIKORSK! (A. Associated) 

PEYRETTI, ALBERTO: 

Canclones 

S/T, chamb grp/pf 

SONZOCNO (A: Belwin) 

PEYTON, MALCOLM: 

Songs from Shakespeare (9 min) 

Mez, 2 cl, stg trio 


BOMART 
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PEYTON, MALCOLM: (cont'd.) 

2 Sonnets from John Donne (6 min) 
B-Bar, hn, T tmb, via, cello, bvl 

BOMART 

PEZZATI, ROMANO: 

Correspondances 
S, 7 instr 

ZERBONI (A: Boosey) 
PHILIDOR, ANNE: (1681-1728) 

Quand on aime bien (Fr) 

S, ob, pf 

ed. Flothius 
BROEKMANS (A; Peters) 

PHILIDOR, FRANCOIS: 
je vais seulette 
S, ob, pf 

ed. Flothuis PETERS 
PIAZZA, GAETANO: (ca. 1750-1775) 

Tonat Coelum cum Furore 

S, org 

BIELER 

PICCINI, NICCOLO: (1728-1800) 

Spiega I'ali dolce sonno 
med-high, 2 fl, 2 hn 
ed. Gubitosi CARISCH (A: Boosey) 

PIGNON, PAUL: 

5 Movements for Chamber Group 
and Tenor 

T, chamb grp 

MUSIC INFO CEN 

PljPER, WILLEM: 

Liederen uit de Toneelmuziek 
(THE TEMPEST) 

med, fl, cl, hn, pf, perc, stgs 

DON EMUS (A: Peters) 

PILKINGTON, FRANCIS: (1562-1638) 

First Book of Songs 
med-high, lute 

STAINER (A: Galaxy) 


The Lamb 
high, gtr/pf 

SCHIRMER EC 
3 Songs from Ecclesiastes 
high, 4 stgs/pf 

SCHIRMER EC 

2 Motets for Soprano or Tenor 
S/T, fl, gtr 

SCHIRMER EC 

Wedding Song 
high, org 

PETERS 

PISADOR, DIEGO: 

Guarte, guarte el Rey Don Sancho 
med, gtr 

ed. Azpiazu UME (A: Associated) 
Guarte, guarte el Rey Don Sancho 
med, gtr 

ed. Tarrago UME (A; Associated) 
La Manana de San Juan 
med, gtr 

ed. Aspiazu UME (A; Associated) 
Site vas a bahar juanica (Sp) 
med, gtr 

ed. Pujol ESCHIG (A; Associated) 
Songs with Guitar (4) 

high (2), gtr; low (2), gtr 

PETERS 


PISK, PAUL 
5 Folksongs 

med, fl, ob, 2 cl, 2 bsn, 2 hn, 
perc, stgs 

ACA 

4 Sacred Songs Op. 97 
med, org/pf 

ACA 

Meadow Saffrons Op. 37a (3) 

Contr, cl, bcl 

NEW MUS ED (A: Presser) 
The Waning Moon Op. 23b 
S, vin, cello, pf 

ACA 


PINKHAM, DANIEL 

8 Poems of Gerard Manley Hopkins 
Bar, via 

SCHIRMER EC 

Letters from St. Paul (5) 
high, org/pf/stqt/8 stgs 

SCHIRMER EC 

Man that is Born of Woman 
Mez, gtr 

SCHIRMER EC 

Safe in their Alabaster Chambers 
Mez, elec tape 

SCHIRMER EC 

Songs of Innocence 
S, fl, pf 


PITTALUGA, GUSTAVO: 

Canciones del Teatro de F. Garcfa 
Lorca 

var vcs and instr 

UME (A; Associated) 

PIZZETTL ILDEBRANDO: 

3 Canzoni 

S, stqt 

RICORDI (A: Schirmer) 

PLA, R.: 

4 Canciones Sefardies (Sp) 

med, opt gtr, pf 

UME (A: Associated) 


SCHIRMER EC 
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PIANYAVSKY, PETER: 


2 Psalms 


Mez, org 


DOBLINCER (A; Associated) 

2 Sacred Songs 


S, org 


DOBLINCER (A; Associated) 

PLAVEC, JOSEF: 


Dva Zpevy 


high, harp, 4 stgs 

CZECH 

PLESKOW, RAOUL 


2 Bicinia (Lat) 


SS, fl, cl, cello 

ACA 

For 5 Players and Baritone (Wolpe) 

Bar, fl, cl, vin, cello, pf 

ACA 

Motet and Madrigal 


TS, fl, cl, vin, cello, pf 

ACA 

3 Songs (ancient writings) 


T, vin, via, cello, cl, bcl, pf 

ACA 


POHLE, DAVID: (1624-1695) 

Wie der Hirsch schreyet (Psalm 42) 
(sacred concerto) 

T, 2 vin, bsn, cont 

ed. Winter 
SIKORSKI (A: Associated) 
12 Liebesgesange (med diff) 

2 female vcs, 2 vIn, cont 

ed. Garlitt 
BARENREITER (A: Magna) 

POLIN, CLAIRE: 

No-Rai 
S, fl, bvl 

SEESAW 

POLLOCK, ROBERT: 

Chamber Settings for Baritone and 6 
Instruments (cummings) 

Bar, 6 instr 

MOBART (A: Bomart) 
Song for Soprano (cummings) 

S, fl, cl 

MOBART (A; Bomart) 
The Descent (Williams) 

S, fl, pf 

MOBART (A; Bomart) 
Tumbling Hair (cummings) 

A, alto fl, bcl, pf 

MOBART (A; Bomart) 

POLOLANIK, ZDENEK: 

Cantus Psalmorum (Lat) 
med, harp, org, perc 


POLZER, ODO: 

Ave Maria 
S/T, org, vin 

BOHM 

Mariae Wiegenlied 
med, vin/fl, org, pf 

BOHM 

PORENA, BORIS: 

La Mort de Pierrot 
A, 6 instr 

ZERBONI (A; Boosey) 
4 Lieder aus dem Barock 
S, 2 instr 

ZERBONI (A: Boosey) 

PORPORA, NICOLA: (1686-1768) 

Vigilate, Oculi Mei (Lat) 

S/T, cont 

ed. Ewerhart BIELER 

PORRINO, ENNIO: 

3 Canti Regionali 

S. fl, ob, cl, bsn, 2 hn. tpt, tmb, 
timp, perc, harp, pf 

CARISCH (A; Boosey) 

PORTER, QUINCY: 

12 Songs for Helen and One for 
Bill (nursery) 

S, fl, ob, cl, bsn, perc, stgs 

ACA 

POSCH, ISAAC: (ca. 1623) 

Auf dich, Herr, steht mein Vertrauen 
med, cont 

HANSSLER (A: Peters) 
Harmonia Concertans (Vol 1, 4, 6 Early 
Music Series) 
med, instr 

ed. Ceiringer PRESSER 

POSER, HANS: 

14 Xmas Songs for Soprano, Recorder, 
and other Instruments 
S, rec, instr 

SCHAUER (A; Associated) 

POULENC, FRANCIS: 

A sa Guitare 
med, harp/pf 

DURAND (A: Presser) 
Airs Chantes (Moreas) (EngFrGer) 

S, orch/pf 

SALABERT 

Chansons Villageoises 
Med, orch/pf 

ESCHIG (A: Associated) 
Cocardes (Cocteau) 

T/high, (vin, cornet, tmb, bass dr, 
tri)/pf 


CZECH 


ESCHIG (A: Associated) 
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POULENC, FRANCIS: (confd.) 

12 Chants pour voix moyennes 
med, instr/pf 

DURAND (A: Pressed 

La Dame de Monte Carlo 

S, (2 fl, 2 ob, 2 cl, 2 bsn, 2 hn, 2 
tpt, timp, perc, harp, stgsVpf 

AMPHION (A: E-A); 
ESCHIG (A: Associated) 

Le Bal Masque 

Bar/Mez, chamb grp/pf 

SALABERT 

Le Bestiaire 

Mez, stqt, fl, cl, bsn 

ESCHIG (A: Associated) * 

3 Poemes de L. de Vilmorin 
high, instr/pf 

DURAND (A: Presser) 

POUSSEUR, HENRI: 

Crosses of Crossed Colors 
female vc, 2-5 pf, 6 instr 

ZERBONI (A; Boosey) 

Echos II de Votre Faust 
Mez, fl, cello, pf 

UNIVERSAL (A: E-A) 

3 Chants Sacres 
S, 3 instr 

ZERBONI (A; Boosey) 

PRADAS, JOSEP: 

Cantata 

Mez, hpscd/org 

ESCHIG (A: Associated) 

El Amor (cantata) 

S, 2 vln, cont 

GERIG (A: Belwin) 

PRADO, ALMEIDA: 

Lettre da Jerusalem 
S, narr, pf, perc 

TONOS 

PREY, CLAUDE: 

Metamorphose d'Echo 
Mez, stgs 

AMPHION (A: E-A) 

PRAETORIUS, MICHAEL: 

Herr, kehre dich wieder zu uns 
S, cont 

HANSSLER (A: Peters) 

PROCH, HEINRICH: 

Theme and Variations 
S, fl 

FISCHER C 

PROHASKA, CARL 

2 Gedichte von Richard Dehmel 

Op. 21 
S, 4 stgs 

BREITKOPF W (A: Associated) 


PROVENZALE, FRANCESCO: (1627-1704) 
Deh, rendetemi ombre care 
low, stgs 

ed. Gubitosi CARISCH (A: Boosey) 
PRYTZ, HOLGER: 

Arkadisk Fabel 
A, cl, cello, pf 

FOG (A: Peters) 

PURCELL, HENRY: 

Bid the Virtues 

S, ob, pf 

ed. Tippett; Bergmann 
SCHOTT (A: E-A) 
Die Nacht (med diff) (3) 
high, 4 stgs 

ed. just BARENREITER (A: Magna) 
Hark how the Songsters (EngCer) 

SS, 2 treb rec/2 fl, kybd 

ed. Bergmann SCHOTT (A: E-A) 
Here let my Life 

T, vln, pf 

BROEKMANS (A: Peters) 
How Pleasant is Thy Flowering Plain 

ST, 2 fl/2 rec, cont 

BARENREITER (A: Magna) 
O Let me Forever Weep 

S, vln, pf 

BROEKMANS (A; Peters) 
One Charming Night 
A, 2 fl, pf 

BROEKMANS (A: Peters) 
Secrecy's Song (FAIRY QUEEN) 

A, 2 fl, cont 

PETERS 

Strike the Viol 

A, 2 treb rec/2 fl, pf 

ed. Tippett; Bergmann 
SCHOTT (A: E-A) 
Suite of Songs from Orpheus 
^ritannicus 

high, small orch 

BOOSEY 

The Bashful Thames 

T, AAB rec, cont 

SCHIRMER EC 

The Plaint 
S, via, pf 

ed. Flothuis 
BROEKMANS (A: Peters) 
Unto Thee will 1 Cry (#163 Hortus 
Musicus) 

B, stgs, cont 

ed. just BARENREITER (A: Magna) 
Why Should Men Quarrel 
S, 2 treb rec/2 fl, pf 

ed. Bergmann SCHOTT (A: E-A) 
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You Say 'tis Love 
SB, cont 

SCHIRMER EC 

QUADRENY, MESTRES: 

Musica para Anna 
Mez, stqt 

MOECK (A; Belwin) 
RACHMANINOFF, SERGEI: 

O Cease thy Singing, Maiden Fair 
high, vin, pf 

ed. Foley FISCHER C 

RADIC, DUSAN: 

Spisak (Index) 

SMez, 3 ob, 3 sax, bcl, harp, 2 perc, 
bvl 

MUS INFO CEN 

RAINIER, PRIAULX: 

Dance of the Rain 
T/S, gtr 

SCHOTT (A: E-A) 

Ubunzima 
T/S, gtr 

SCHOTT (A: E-A] 

RAMEAU, JEAN-PHILIPPE: (1683-1764) 

Ah! que me faites-vous entendre 
(LES INDES CALANTES) 

Bar, instr/pf 

DURAND (A: Presser) 
Airs from the Complete Works 
Vol II 

med, instr/pf; high, instr/pf 

DURAND (A; Presser) 
Apres ces discours menaqants 
(AQUILON ET ORITHIE) 

Bar, cont 



DURAND (A; Presser) 

Aquilon et Orithie (cantata) 

Bar, cont 

DURAND (A: Presser) 

Arias Vol 1 


S, fl, cont 

RUBANK 

Arias Vol 1 


T, fl, cont 

RUBANK 

Arias for Tenor 


T, fl, cont 

MUS RARA 


Aux langueurs d'Apollon (Plantee) 

S, instr/pf 

DURAND (A: Presser) 
Complete Works (reprints of Breitkopf 
Edition) Vol 1-18 

var instr and vocal combos 

UNIV MUSIC ED 


Cruelle Mere des Amours (HIPPOLYTE 
ET ARICIE) 

S, instr/pf 

DURAND (A; Presser) 

Diane et Acteon 
S, cont 

DURAND (A; Presser) 
Dieux! Pourquoi separer deux coeurs 
(HIPPOLYTE ET ARICIE) 

S, instr/pf 

DURAND (A; Presser) 
Forets Paisibles (LES INDES 
CALANTES) 

ST, instr/pf 

DURAND (A; Presser) 
Gavotte Chantee (HIPPOLYTE ET 
ARICIE) 

Mez, instr/pf 

DURAND (A: Presser) 
Invocation et Hymne au Soleil 
(LES INDES CALANTES) 

Bar, instr/pf 

DURAND (A; Presser) 
La Musette (cantata) 

Bar, bsn, cello, pf/hpscd 

DURAND (A: Presser) 
Le Berger Fidele (cantata) (FrCer) 

S/T, 2 vIn, cont 

DEUTSCHER (A: Broud?) 
Le Berger Fidele (cantata) 

S, cont 

DURAND (A: Presser) 
Les Amants Trahis (cantata) 

TBar, cello, pf/hpscd 

DURAND (A; Presser) 
Les Oiseaux d'Alentour 
(UIMPATIENCE) 

T, cont 

DURAND (A: Presser) 
L'Impatience (cantata) 

T, cont 

DURAND (A; Presser) 
O Jour Affreux (DARDANUS) 

S, instr/pf 

DURAND (A; Presser) 

Opera Arias 
S/T, fl, cont 

ed. Viollier MUS RARA 
Orphee (cantata) 

S, cont 

DURAND (A; Presser) 
Papillon Inconstant (LES INDES 
CALANTES) 

S, instr/pf 

DURAND (A: Presser) 
Permettez, astre du jour (LES INDES 
CALANTES) 

Bar, instr/pf 


DURAND (A: Presser) 
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RAMEAU, jEAN-PHILIPPE: (cont'd) 

Quant I'aquilon fongueux 
(DARDANUS) 

S, instr/pf 

DURAND (A: Pressed 
Recit, and Air de Telaire 
S, 2 bsn, hpscd, stgs 

DURAND (A: Presser) 
Quelle plainte en ces lieux m'appelle? 
(HIPPOLYTE ET ARICIE) 

S, instr/pf 

DURAND (A: Presser) 
Quels biens, je fremis (HIPPOLYTE ET 
ARICIE 

B, instr/pf; Bar, instr/pf 

DURAND (A; Presser) 
Regnez, plaisirs et jeux (LES INDES 
GALLANTES) 

Mez, instr/pf 

DURAND (A: Presser) 
Sejour de I'eternelle paix (CASTOR ET 
POLLUX) 

Bar, instr/pf; T, instr/pf 

DURAND (A; Presser) 

Thetis (cantata) 

Bar, cont 

DURAND (A: Presser) 
Trio des Parques (HIPPOLYTE ET 
ARICIE) 

ATB, instr/pf 

DURAND (A: Presser) 
Voici les tristes lieux (DARDANUS) 

Bar, instr/pf 

DURAND (A: Presser) 

RANDALL, j. K,: 

Improvisation on a Poem by e.e. 
Cummings 

S/A, cl, A sax, tpt, gtr, pf 

ACA 

RAPHAEL, GUNTHER: 

Gesang der Erzengel 
SABar, brass Instr/pf 

BREITKOPF W (A: Associated) 
Herr Christ, hilf uns 
SA, org 

HANSSLER (A: Peters) 
In dem Herren freuet euch 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 
My dark Hands Op. 86 
Bar, pf, bvl, dms 

GERIG (A: Belwin) 
Palmstrom-Sonate Op. 69 

T, cl, vin, dms, perc, pf 

BREITKOPF W (A: Associated) 
Schmucket das Fest 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 


RASMUSSEN, K. A.: 

This Moment 
SSS, fl, perc 

CHESTER (A: Magna) 
When 1 Was Happy I Wrote No Songs 
high, gtr 

HANSEN (A: Magna) 

RAVEL, MAURICE: 

Chansons Madecasses 
S/Mez, fl, cello, pf 

DURAND (A: Presser) 
Chants Popuiaires (4) 
med, Instr/pf 

INTERNATL; DURAND (A: Presser) 
5 Melodies Popuiaires Crecques (FrEng) 
med, orch/pf 

INTERNATL; DURAND (A; Presser) 
2 Epigrammes de Marot 
med, hpscd 

ESCHIC (A: Associated) 

2 Melodies Hebraiques 

med, harp/orch/pf 

DURAND (A: Presser) 
Histoires Naturelles (Renard) (5) 
med, instr/pf 

DURAND (A: Presser) 
La Flute Enchantee 
S/Mez, fl, pf 

DURAND (A: Presser) 
Les Grands Vents Venus d'outre-Mer 
med, instr/pf 

DURAND (A: Presser) 
Ronsard a son Ame 

med, 2 fl, 2 ob, 2 cl, bsn, vibra, 
tam-tam, stgs 

DURAND (A: Presser) 

Sainte 

med, instr/pf 

DURAND (A: Presser) 
Scheherazade (Klingsor) (3) 

S/Mez, orch/pf 

INTERNATL; DURAND (A: Presser) 

3 Chansons 

high, instr/pf 

DURAND (A; Presser) 
3 Poemes de Stephane Mallarme 
med, 2 fl, 2 cl, pf, stqt 

DURAND (A: Presser) 

RAWSTHORNE, ALAN: 

Scena Rustica (med diff) 
med, harp 

OXFORD 

Tankas of the 4 Seasons 
T, ob, cl, bsn, vln, cello 

OXFORD 


Voice with Instruments 


365 


RAXACH, ENRIQUE: 

Fragmento li 

S, 3 instr 

DONEMUS (A; Peters) 
Paraphrase for Alto Voice and Eleven 
Players 

A, fl, bcl, bsn, hn, tpt, 2 perc, harp, 
vin, via, cello 

PETERS 

RAZZI, FAUSTO: 

Improvvisazione ill 
SSB, 5 instr 

ZERBONI (A; Boosey) 

REALE, PAUL: 

Range Lingua (sacred) 

Bar, 2 ob, cl, cello, 2 enghn 

ACA 

The Traveler 

T, fl. pf 

ACA 

3 Songs from the Chinese Chin 
Mez, xylo, ob (enghn), timp 

ACA 

REDA, SIEGFRIED: 

Evangelienmusik (diff) 

S, org 

BARENREITER (A; Magna) 
Ich ruf zu dir, Herr Jesu Christ 
(med diff) 
high, org 

BARENREITER (A: Magna) 
Die Verkundigung der Geburt unseres 
Heilandes (med diff) (Xmas) 
all vcs, S rec, A rec, 2 vIn 

BARENREITER (A: Magna) 

REDEL, MARTIN CHRISTOPH: 

Epilog (Ger) 

B, gtr, Afl 

BOTE (A; Associated) 
REDMAN, REGINALD: 

5 Chinese Miniatures (cycle) 

S, 2 fl, pic, ob, 2 cl, bsn, vibra, 
glock, cel, harp, stgs 

NOVELLO (A; Belwin) 

REGER, MAX: 

Marias Wiegenlied Op. 76 
Mez, org, vin 

BOTE (A: Associated) 
12 Sacred Songs Op. 137 
med, org/pf 

PETERS 

REGT, HENDRIK DE: 

Canzoni e scherzi Op. 30 
S, fl, harp 

DONEMUS (A: Peters) 


Medea Op. 7 
S, ob, cembalo 

DONEMUS (A; Peters) 
REGTEREN ALTENA, LUCAS VAN: 

Poeme Discontinu 
S, fl, vin, pf 

DONEMUS (A: Peters) 
REICHARD, JOHANN GEORG: 
Weihnachts-Weissagung (GerEng) 

(Xmas) 

med, 2 vin, via, cont 

DEUTSCHER (A. Broude) 

REIF, PAUL 

Encounters 
S, cl 

SEESAW 

The Artist 

ABar, fl, cl, bsn, hn, tpt, vin, perc 

SEESAW 

REIMANN, ARIBERT: 

3 Spanische Lieder (SpGer) 

S, fl, harp, cello 

BOTE (A: Associated) 

Ein Totentanz 

Bar, chamb o.f^ch 

' ARS VIVA (A; Belwin) 

Epitaph 

T, 7 instr 

ARS VIVA (A: Belwin) 
RESPIGHI, OTTORINO: 

Aretusa (Shelley) (ItGer) 
med, instr/pf 

UNIVERSAL (A: E-A) 

II Tramonto 
Mez, stqt/pf 

RICORDI (A: Schirmer) 
REULAND, JACQUES: 

Magnificat ^ 

A, fl. pf 

DONEMUS (A: Peters) 
REUTTER, HERMANN: 

Ein kleines Requiem 

B, cello, pf 

SCHOTT (A: E-A) 

5 Antique Odes (Sappho) Op. 57 
med female vc, via, pf 

SCHOTT (A: E-A) 

Lyrisches Konzert 
S, fl, timp, pf 

SCHOTT (A: E-A) 
Kleines geistliches Konzert 
A, via 

SCHOTT (A; E-A) 

Misse Brevis Op. 22 
A, vin, cello 


SCHOTT (A: E-A) 
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REUTTER, HERMANN: (contd.) 

SoloKantate Op. 45 
A, pf, via 

SCHOTT (A: E-A) 

3 Nocturnes (Nietzche) 
low male vc, pf, ww 

UNIVERSAL (A: E-A) 

REVUELTAS, SILVESTRE: 

Duo para Pato y Canario 

S, (2 fl, cl, ob, bsn, tpt, tmb)/pf 

SOUTHERN PEER 

Ranas (SpEng) 

S, chamber ensemble 

SOUTHERN PEER 

Two Songs CGuillen) 
med, instr 

SOUTHERN PEER 

REYNOLDS, ROGER: 

Again 

SS, 2 fl, 2 tmb, 2 perc, 2 bvl, elec 
tape 

PETERS 

The Emperor of Ice Cream (Stevens) 

(14 min) 

any (8) vcs. perc, pf, bvl 

PETERS 


RHENE-BATON: 

Au Coin de Latre Op. 29 
(Champenoir) (4) 
med, instr/pf 

DURAND (A; Presser) 
Chansons Bretonnes (8) 
med, instr/pf 

DURAND (A; Presser) 
Chansons Douces (Champenois) 

Op. 7(12) 

Mez, instr/pf 

DURAND (A: Presser) 
Chansons pour Marycmthe Op. 50 
(Duhamel) (6) 
med, pf/instr 

DURAND (A: Presser) 
5 Melodies sur des Poesies de Jean 
Labor Op. 16 (5) 
med, instr/pf 

DURAND (A; Presser) 

2 Melodies Op. 18 

low, instr/pf 

DURAND (A; Presser) 
Les Heures d'Ete Op. 29 (Samain) (4) 
med, instr/pf 

DURAND (A: Presser) 

3 Melodies Op. 15 

Mez, instr/pf 

DURAND (A: Presser) 


RHODES, PHILLIP: 

Autumn Setting (3) 

S, stqt 

PETERS 

RICCIO, GIOVANNI BATTISTA: 

jubilent omnes (sac concerto) 

(med diff) 

high, fl/vin, cont 

NAGELS (A; Magna) 

RICE, THOMAS: 

Fully Clothed in Armor 
SB, vin, cello 

SEESAW 

La Corona 

T, narr, fl, cl, tmb, perc, stgs 

SEESAW 

RIEGGER, WALLINGFORD: 

Music for Voice and Flute Op. 23 
S, fl/ob 

BOMART 

RILEY, DENNIS: 

Cantata I Op. 8 (Lawrence) 

Mez, sax, vibra, cello, pf 

PETERS 

5 Songs on Japanese Haiku 
S, cl, cello, vln 

PETERS 

RINGGER, ROLF URS: 

4 Lieder auf chinesische Texte 
S, fl, bcl, tmb, harp, cel, vln, 
cello, bvl 

MODERN 

4 Lieder auf japanische Lyrik 
S, cl, hn, harp, vln, via, bvl 

MODERN 

RITTER, CHRISTIAN: (ca. 1640-1720) 

O Amantissime Sponse, Jesu 
Mez/A, stgs, org, kybd 

BREITKOPF L (A: Broude) 

ROCCA, LODOVICO: 

Biribu Occhi di Rana 
med, 4 stgs 

CARISCH (A: Boosey) 
ROCHBERG, GEORGE: 

Music for THE ALCHEMIST 

S, 2 fl, 2 cl, 2 tpt, vln, bvl, kybd, 

2 perc 

PRESSER 

Sacred Songs of Reconciliation 
Bar, fl, ob, cl, bsn, hn, tmb, perc, 

2 pf, stgs 

PRESSER 

String Quartet #2 
stqt, S solo 


PRESSER 
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RODRIGO, JOAQUIN: 

2 Poemas 

Mez, fl/pf 

UME (A: Associated) 
Folias Canarias (SpEng) 
med, gtr/pf 

SCHOTT (A: E-A) 

3 Spanish Carols for Voice and 
Guitar (Eng Sp) 

med, gtr/pf 

SCHOTT (A: E-A) 

ROE, BETTY: 

Jazz Songs (2) 

S, bvl, pf 

YORKE (A; Galaxy) 
ROETSCHER, KONRAD: 

6 Lieder nach schottischen Texten 
S, 4fl 

BOTE (A: Associated) 

ROGET, HENRIETTE: 

La Valse de I'Ourson 
med, instr/pf 

LEDUC (A; Presser) 
Le Marchand de Sable 
med, instr/pf 

LEDUC (A: Presser) 

4 Ballades Fran^:aises de Paul Fort 

med-high, instr/pf 

LEDUC (A; Presser) 

ROLDAN, AMADEO: 

Motivos de Son (8) 

high, 2 ob, 2 tpt, bongo, maracas, 
claves, cincerra, stgs 

PRESSER 

RONNEFELD, PETER: 

4 Wiegenlieder 

S, fl 

MODERN 

2 Lieder zur Pauke 

A, fl, 4 timp 

MODERN 

RONSHEIM, JOHN RICHARD: 

Words from Shakespeare (6 min) 
female vc, vibra, harp, pf 

BOMART 

RONTGEN, JOHANNES: 

3 Redolze Duetten 

SA, fl, cl, pf 

DONEMUS (A: Peters) 
2 Songs from Stefan Zweig 
S, fl, via 

ALSBACH (A: Peters) 

ROOS, ROBERT DE: 

Adam in Ballingschap 
2 narr, 2 fl, 2 hn, stgs 

DONEMUS (A: Peters) 


2 Lieder 

Bar, fl, ob, cl, cel, pf, 1-4 via, 

1-4 cello 

DONEMUS (A; Peters) 
ROPARTZ, JOSEPH GUY: 

Les Heures Propices (3) (Mercier) 
med, instr/pf 

DURAND (A; Presser) 

ROREM, NED: 

Ariel (Plath) (5) 

S, cl, pf 

BOOSEY 

4 Dialogues (O'Hara) 

MezT, 2 pf 

BOOSEY 

Hearing (Koch) 
med-low, stgs/pf 

BOOSEY 

Last Poems of Wallace Stevens 
med, cello, pf 

BOOSEY 

Mourning Scene from Samuel (Eng) 

T, stqt/stgs 

PETERS 

Poemes pour la Paix 
med, St orch 

BOOSEY 

Serenade (5) (Eng poems) 
med, vin, via, pf 

BOOSEY 

ROSENMULLER, JOHANN: 

(ca. 1620-1684) 

Auf, nun lobet Gott (Psalm 134) 
med-low, 2 vIn, cont 

NAGELS (A; Magna) 

Danket dem Herrn 
AT, 2 vin, cello, org 

HANSSLER (A: Peters) 
Das ist ein kostlich Ding 
ST, stgs, cont 

HANSSLER (A: Peters) 
Das ist meine Freude 
S, 2 vin, cello, org 

HANSSLER (A; Peters) 
Hebet eure Augen auf 
ST, 2 vin, cello, org 

HANSSLER (A: Peters) 
Herr, wenn ich nur dich habe 
S, stgs, cont 

HANSSLER (A: Peters) 
Ich bin das Brot des Lebens 
ATB, 2 vin, cont 

HANSSLER (A: Peters) 

Ist Gott fur uns 
S, stgs, cont 

HANSSLER (A: Peters) 
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ROSENMULLER, JOHANN: (cont'd.) 

Lieber Herre Gott (med diff) 

S, 2 v!n, cont 

BARENREITER (A: Magna) 
Meine Seele barret auf Gott 
ATB, 2 vln. cont 

HANSSLER (A: Peters) 
Siehe des Herren Auge, siehet auf die, 
so ihn furchten 
STB, 2 vln, cont 

HANSSLER (A: Peters) 
Von den hinnmlischen Freuden 
(med diff) 

B, cont 

BARENREITER (A: Magna) 
Weil wir wissen, dass der Mensch 
durch des Gesetztes Werke 
ATB, 2 vln, cont 

HANSSLER (A: Peters) 

ROSENTHAL, MANUEL 

Chansons de Monsieur Bleu 

Mez, fl. ob, cl, bsn, hn, sax, harp, 
timp, perc, harmonium, stgs 

JO BERT (A: Presser) 
2 Sonnets de jean Cassou 
S, fi, ob, cl, bsn, hn, harp, 
timp, stgs 

jOBERT (A; Presser) 

La Pieta d'Avignon 
SATB, tpt, stgs 

jOBERT (A: Presser) 
6 Chansons Coloniales 

S, fl, ob, cl, bsn, hn, tpt, perc, stgs 

JOBERT (A: Presser) 

ROSETTI, FRANCESCO ANTONIO: 

(1746-1792) 

Ad festa, fideles 
B, cont 

ed. Ewerhart BIELER 

ROSSELLINI, RENZO: 

Ore Triste e Serene (It) 

S, stgs 

RICORDI (A: Schirmer) 

ROUSE, CHRISTOPHER: 

Ecstasis Mane Eburnei 

AA, rec/cel, via, perc/2 perc/2 
pf/vibra, offstage S 

ACA 

Subjective V 
A perc 

ACA 

The Kiss 

Bar, bcl, harp, pf, cel, perc 

ACA 


ROUSSEL, ALBERT: 

Chant de Brahmane 
T, instr/pf 

DURAND (A: Presser) 

Chant de Nakamti 
Mez, instr/pf 

DURAND (A; Presser) 
Coeur en Peril Op. 50 #2 
high, instr/pf 

DURAND (A; Presser) 
Des Fleurs font une Broderie Op. 35 
#1 

high, instr/pf 

DURAND (A: Presser) 

2 Idylles Op. 44 
high, instr/pf 

DURAND (A: Presser) 
2 Poemes Chinois Op. 47 (FrEng) 
med (1), high (1), instr/pf 

DURAND (A; Presser) 
2 Poemes de Ronsard Op. 26 
med (1), high (1), fl 

DURAND (A; Presser) 

Elpenor Op. 59 

5 speaking vcs, fl, cl, stgs 

DURAND (A; Presser) 

Farewell (FrEng) 
med, instr/pf 

DURAND (A: Presser) 
Heure de Retour Op. 50 #1 
high, instr/pf 

DURAND (A: Presser) 
Light Op. 19 #1 (FrEng) 
med, instr/pf 

DURAND (A; Presser) 
O Bon Vin, ou as-tu cru? 
med, instr/pf 

DURAND (A: Presser) 

O mes Soeurs 
A, instr/pf 

DURAND (A: Presser) 
Odes Anacreontiques Op. 31, 32 
(de Lisle) 

Bar, instr 

DURAND (A: Presser) 
Priere de Padmavati 
A, instr/pf 

DURAND (A; Presser) 

6 Melodies 
high, instr/pf 

DURAND (A: Presser) 
Une fleure donnee a ma fille Op. 44 
(Joyce) 

high, instr/pf 

DURAND (A: Presser) 
Vieilles Cartes, Vieilles Mains Op. 55 
(with SI QUELQUES FOIS TU PLEURE) 
T, instr/pf 


DURAND (A; Presser) 
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ROVICS, HOWARD: 

Echo 

med, fl, pf 

ACA 

Haunted Objects 

S-narr, ob, enghn, bsn, elec tape, 
hecklephone 

ACA 

The Hunter 
S, via 

ACA 

ROVSING OLSEN, PAUL: 

Schicksalslieder von Holderlin Op. 28 
(4) 

high, fl, cl, vln, via, cello, bvl 

FOG (A; Peters) 

RUIZ-PlPO, ANTONIO: 

Cantas a la Noche (Cilardino) 
med, gtr 

BERBEN (A; Presser) 

RUSH, LOREN: 

Dans le Sable 

SAAAA, narr, fl, enghn, bsn, hn, 
flijgelhorn, tmb, vibra, harp, pf, 
stgs, gtr 

JOBERT (A: Presser) 

RUSSELL, ARMAND: 

Ballad with Epitaphs 
med-highmed, perc 

SEESAW 

RUYNEMAN, DANIEL: 

Reflexions 1 

S, fl, vibra, xylo, perc, via, gtr 

DONEMUS (A: Peters) 
Sous le pont Mirabeau 

SA, fl, 2 vln, via, cello, harp 

DONEMUS (A: Peters) 

SACCHINI, ANTONIO: (1730-1786) 

Furie d'Averno 

med-highmed, 2 ob, 2 bsn, 2 hn, 

2 tpt, timp 

CARISCH (A; Boosey) 

SAINT-SAENS, CAMILLE: 

A Prayer (sacred) 
med, vln 

BELWIN 

A Sainte-Blaise 

T, instr/pf 

DURAND (A; Presser) 
Aimons-nous (de Banville) 

Mez/bar, instr/pf; S/T, instr/pf; 

T, orch 

DURAND (A; Presser) 

Amour Viril 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 


Au Cimetiere 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A; Presser) 

Avrii 

S/T, instr/pf 

DURAND (A; Presser) 

Cendre Rouge 
med, instr/pf 

DURAND (A; Presser) 
Chanson a boire du vieux temps 
Bar/T, instr/pf 

DURAND (A: Presser) 

Chanson Triste 

S/Mez, instr/pf; A, instr/pf 

DURAND (A: Presser) 

Clair de Lune 

Mez/Bar, instr/pf; S/T, instr/pf 

DURAND (A; Presser) 
Dans les Coins Bleus 
Mez/Bar, instr/pf 

DURAND (A: Presser) 

Danse Macabre 
Mez/Bar, instr/pf 

DURAND (A: Presser) 

Desir de I'Orient 

Mez/Bar, instr/pf; S/T, instr/pf 

DURAND (A: Presser) 

12 Chants 

high, instr/pf; med, instr/pf 

DURAND (A; Presser) 
Elle 

Bar, instr/pf; Mez, instr/pf 

DURAND (A: Presser) 

Epithalame 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A; Presser) 

Etoile du Matin 
Mez/Bar, instr/pf 

DURAND (A; Presser) 

Fiere Beaute 

Bar, instr/pf; B, instr/pf 

DURAND (A: Presser) 
Grasselette et Maigrelette 
Bar, instr/pf 

DURAND (A; Presser) 

Jour de pluie 
A, instr/pf 

DURAND (A; Presser) 

La-bas 

Mez/Bar, instr/pf; S/T instr/pf 

DURAND (A: Presser) 

La Coccinelle 
S/T, instr/pf 

DURAND (A; Presser) 

La Libellule 
S, instr/pf 

DURAND (A: Presser) 
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SAINT-SAENS, CAMILLE: (cont'd.) 

La Mort d'Ophelie 
Mez/Bar, instr/pf 

DURAND (A: Pressed 
L'Amant Malheureux 
T, instr/pf 

DURAND (A: Presser) 

L'Annour Blesse 

S, instr/pf 

DURAND (A: Presser) 

L'Amour Oyseau 
Mez/Bar, instr/pf 

DURAND (A: Presser) 

L'Arbre 

Bar, instr/pf 

DURAND (A; Presser) 
Le Bonheur est une Chose Legere 
high, vln 

CHOUDENS (A: Peters) 

Le Cygne 

med, instr/pf 

DURAND (A: Presser) 

Le Fleuve 

T, instr/pf 

DURAND (A: Presser) 
Le Lever de la Lune 
Mez/Bar, instr/pf 

DURAND (A: Presser) 

Le Matin 

Mez/Bar, instr/pf 

DURAND (A: Presser) 
Le Presage de !a Croix 
S/T, instr/pf 

DURAND (A; Presser) 

Le Rossignol 

Mez/Bar, instr/pf; S/T, instr/pf 

DURAND (A; Presser) 
Le Sommeil des Fleurs 
Mez/Bar, instr/pf 

DURAND (A: Presser) 
Le Vent dans la Plaine 
med, instr/pf 

DURAND (A: Presser) 

Les Fees 

Mez/Bar, 2 pf/orch 

DURAND (A: Presser) 

Les Sapins 
A, instr/pf 

DURAND (A: Presser) 

L'etoile 
T, instr/pf 

DURAND (A: Presser) 

Madeleine 

Mez/Bar, instr/pf; S/T, instr/pf 

DURAND [A: Presser) 
Mai 

Mez, instr/pf 


Ne I'oubliez pas 
A, instr/pf 

DURAND (A; Presser) 

Nocturne 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 

Panis Angel icus 
high, stg qnt 

DURAND (A: Presser) 
PART SONGS (See Voice with Other 
Voices) 

Peut-etre 

Mez/Bar, instr/pf; S/T, instr/pf 

DURAND (A: Presser) 
Pourquoi rester seulette 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 

Serenite 

Mez/Bar, instr/pf; S/T, instr/pf 

DURAND (A: Presser) 

Si je I'osais 

Mez/Bar, instr/pf 

DURAND (A: Presser) 
Si loin et si haut dans I'espace 
T, pf/instr 

DURAND (A: Presser) 
Si vous n'avez rien a me dire 
Mez/Bar, instr/pf 

DURAND (A: Presser) 
S'il est un charmant gazon 
S, instr/pf 

DURAND (A: Presser) 

Soeur Anne 
S/T, instr/pf 

DURAND (A: Presser) 

Soir Romantique 
Mez/Bar, instr/pf 

DURAND (A: Presser) 

Soiree en Mer 

Mez, instr/pf; A, instr/pf 

DURAND (A: Presser) 

Sonnet 

Mez, instr/pf 

DURAND (A: Presser) 

Suzette et Suzon 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 

Temps Nouveau 
S/T, instr/pf 

DURAND (A: Presser) 

Tristesse 

Mez/Bar, instr/pf 

DURAND (A: Presser) 
Une Flute Invisible 
med, fl/vln, pf 

DURAND (A: Presser) 


DURAND (A: Presser) 
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Victoire 

med, instr/pf 

DURAND (A: Presser) 

Vilianelle 

Mez/Bar, instr/pf 

DURAND {A; Presser) 

Violons dans le Soir 
Mez/Bar, vin 

DURAND (A; Presser) 

Vogue, vogue la Galere 
Mez/Bar, pf/org 

DURAND (A: Presser) 

SALBERT, DIETER: 

Schwarz—wie die Teppiche Salomos 
high female vc, vibra 

ZIMMER (A; Peters) 

SALAS, JUAN ORREGA: 

Canciones Castellanes Op. 20 
S, chamb grp 

CHESTER (A: Magna) 

Canciones en tres Movimientos Op. 12 
S, stqt 

INST EXT MUS 

Cantos de Advenimiento Op. 25 
S, cello 

INST EXT MUS 

Garden Songs Op. 47 (5) 

S, fl, via, harp 

SOUTHERN PEER 

SALOMON, KAREL: 

Elegy and Dance 
S. 2 fl/vin 

ISRAELI (A: Broude) 

SALVIUCCI, GIOVANNI: 

Salmo di David 

S, fi, ob, cl, bsn, hn, tpt, tmb, pf 

CARISCH (A. Boosey) 

SALZMAN, ERIC: 

The Owl and the Cuckoo 

(Shakespeare) 

S, gtr, chamb grp 

MCA (A; Belwin) 

SANCHEZ, B.: 

Al Pie de la Cruz del Roque (SpFr) 
med, gtr/pf 

ESCHIG (A: Associated) 

Arrorro (SpFr) 
med, gtr/pf 

ESCHIG (A; Associated) 

SANDERS, ROBERT: 

An American Psalm 
SSA, fl, 2 pf, stgs 

MERCURY (A: Presser) 


SANDSTROM, SVEN-DAVID: 
just a Bit 

S, bsn, harp, via 

NORDISKA (A: Magna) 

SAPIEYEVSKI, JERZY: 

Love Songs (Lindbergh) 

S, stqt, perc, fl 

MERCURY (A; Presser) 

SAPP, GARY: 

Shimo 
S, fl, pf 

SEESAW 

SARCON, S.: 

Patterns in Blue 
med, cl, pf 

BOOSEY 

SAUGUET, HENRI: 

La Voyante 

S, pf, fl, ob, cl, bsn, tpt, perc, via, 
cello, bvl 

L'OISEAU 

L'Oiseau a vu tout cela (17 min) 

Bar, stgs/pf 

HEUGEL (A. Presser) 

SAVIONI, MARIO: 

6 Cantata (Early Music Series) Vol 3 
var (1-3) vcs, instr 

ed. Geiringer PRESSER 

SCARLATTI, ALESSANDRO: (1600-1725) 

Air de Laodice (Frit) 

S, instr/pf 

DURAND (A; Presser) 
Arianna (cantata) (It) 

S, stgs, cem 

ed. Meylan PETERS 

Ariette 

high, 2 vIn, cont 

SCHIRMER EC 

Christmas Cantata 
S, 4 stgs, hpscd 

ed. Ottoboni OXFORD 
Correa nel seno amato (cantata) (ItGer) 
S, 2 vin, cont 

BARENREITER(A; Magna); 
ZERBONI (A; Boosey) 
II Giardino di Amore (It) 

SA, stgs, cont 

ed. Seidel; Drechler 
HANSEN F (A: Magna) 
Infirmata Vulnerata (cantata) (Lat) 

A, 2 vin, cont 

ed. Ewerhart BIELER 
lo son pur solo (cantata) 

S, cont 


BARENREITER (A: Magna) 
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SCARLATTI, ALESSANDRO: (cont'd.) 

Lascia, deh lascia 
S, cont 

CERIC CA; Bel win) 
Lontan dal las sua Clori (cantata) 

S, cont 

ed. Boyd 

BARENREITER (A: Magna) 
Pastorale per la Navita di nostro 
Signore Gesu Christo (cantata) 

S, stqt, hpscd 

OXFORD 

Qui Dove al Germogliar (It) 

S, stgs, cem 

ed. Meylan PETERS 
Solitudine Avenne (cantata) (ItCerFr) 

S, fl, pf 

ZIMMER (A: Peters) 
Sulle Sponde del Tebro (cantata) 

S. 2 vln, via, cont, tpt 

ed. Paumgartner 
WILLY-MULLER (A: Peters) 
Vengo, vengo a stringerti 

T, fl, ob, bsn 

CARISCH (A: Boosey) 
SCARUTTI, DOMENICO: 

Acht Arien der Thetis 
S, instr, cont 

FMA (A: Peters) 

Amando Tacendo (with VOREBBE 
DAL TUO COR) 

SSMez, cont 

FMA (A: Peters) 
Amenissimi Prati (cantata) 

B, cont 

CERIC (A: Belwin) 

Care Luci ben mio 
med, 4 stgs, cont 

BROEKMANS (A: Peters) 
3 Arien der Deidamia 
Mez, 1-3 vln, cont 

FMA (A; Peters) 

5 Arien der Antiope 
S, instr, cont 

FMA (A: Peters) 

Lasciami piangere (with VOREBBE 
DAL TUO COR) 

ST, cont 

FMA (A: Peters) 

Pur nel Sonno almen tal ora (cantata) 

S, 2 vln, cont 

ed. Bianchi SANTIS 
Qual farfalletta amante (Frit) 

S, instr/pf 

DURAND (A: Presser) 
Salve Regina (cantata) 

SA, cont 


Salve Regina (cantata) 

S, 2 vln, via, cont 

CERIC (A: Belwin) 
Selve, Caverne e Monti (cantata) 

S, cont 

BARENREITER (A: Magna] 
7 Arien des Achilles 

T, instr, cont 

FMA (A: Peters] 

Vorebbe dal tuo cor (with AMANDO 
TACENDO: LASCIAMI PIANCERE) 
SSMez, cont 

FMA (A; Peters] 

2 Arien des Lykomedes 
Bar, vln, via, cont 

FMA (A: Peters] 

SCHAFER, R. MURRAY: 

Arcana (16 min) 

med, fl (pic), cl, tpt, tmb, vln, cello, 
harp, pf (elec org), perc 

BERANDOL 

5 Studies on Texts by Prudentius 
S,4fl 

BERANDOL 

Minnelieder, Love Songs from the 
Medieval German 
Mez, 5 ww 

BERANDOL 

Music for the Morning of the World 
S, elec tape 

BERANDOL 

Requiems for the Party Girl 
Mez, 9 instr 

BERANDOL 

SCHAT, PETER: 

Canto General 
S, vln, pf 

DONEMUS (A: Peters] 

Entelechie II 

S, fl, cl, tpt, cel, harp, pf, perc, 
vibra, vln, via, cello 

DONEMUS (A; Peters] 
Improvisaties uit Het Labyrint 
ATB, bcl, perc, pf, bvl 

DONEMUS (A: Peters) 

SCHAUSS-FLAKE, MAGDALENE: 

Jauchzet dem Herrn, alle Welt 
(Psalm 100) 

B, ob, org 

HANSSLER (A; Peters) 
SCHEIN, JOHANN HERMAN: (1586-1630) 
Collected Works (reprint of Breitkopf 
Edition) (Vol 1-7) 

var instr and vocal combos 

ed. Pruefer UNIV MUSIC ED 


BARENREITER (A: Magna) 
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3 Choralkonzerte (med easy) 

SSTB, cont 

ed. Doormann 
BARENREITER (A: Magna) 
Furwahr, er trug unsere Krankheit 
T, vln, cello, cont 

HANSSLER (A; Peters) 
Herr, nun lasst du deinen Diener 
B, ob/vin, opt instr, cont 

HANSSLER (A: Peters) 
Herr, nun lasst du deinen Diener 
im Frieden fahren 
B, 2 vln, cello, cont 

HANSSLER (A; Peters) 

Holy Redeemer 
high, vln 

CHANTRY 

O jesu Christi, Gottes Sohn 

S, vln, cont 

HANSSLER (A: Peters) 
6 Choralkonzerte (med diff) 

2 med vcs, cont 

ed. Doormann 
BARENREITER (A; Magna) 
Uns ist ein Kind geboren 

T, bsn, tmb, vln, cont 

HANSSLER (A: Peters) 
Uns is ein Kind geboren (med easy) 

T. 2 vln, via, cello cont 

ed Trotschel 
WILLY-MULLER (A: Peters) 

SCHELLE, JOHANN: (1648-1701) 

Ach, mein herziiebes Jesulein 
highhigh, cont 

BREITKOPF L(A; Broude) 

SCHILD, MELCHIOR: (1592-1667) 

Ach, mein herziiebes Jesulein 
(Xmas) (diff) 

S, 2 vln, bsn, cont 

ed. Breig BARENREITER (A: Magna) 
SCHILLING, HANS LUDWIG: 

Singet, preiset Gott mit Freuden 
med, org 

HANSSLER (A: Peters) 
SCHILLING, OTTO-ERICH 

Uberall ist Wunderland (cantata) 

SB, chamb orch 

TONOS 

SCHLOSSER, PAUL: 

Pour la Fete des Meres (2) (Dubus) 
high (1), low (1), instr/pf 

DURAND (A; Presser) 

SCHMALSTICH, CLEMENS: 

Dorine Op 84 #2 

Col S, fl, harp, perc, stgs 


SCHMID, REINHOLD: 

10 Madchenlieder nach ukrainischen 
Volksweisen 
S, ob, pf 

DOBLINGER (A: Associated) 
SCHMIT, CAMILLE: 

Psautier (3) (Flouquet) 

#1; med, cl, bsn, pf 
#2: med, ob/enghn, pf 
#3; med, pf 

CBDM (A: Elkan H) 

SCHMITT, FLORENT: 

Invocation pour la fete d'Aristote 
Op. 71 #1 (3) 

Bar, 10 stgs/pf 

DURAND (A: Presser) 
Kerob-Shal Op. 67 
med, pf 

DURAND (A; Presser) 

Leid 

Mez/Bar, instr/pf 

DURAND (A. Presser) 
4 Monocantes Op. 115 

high, fl, vln, via, cello, harp 

DURAND !A: Presser) 
4 Poemes de Ronsard Op. 100 
high, instr/pf 

DURAND (A; Presser) 

3 Chants Op. 98 
med, instr/pf 

DURAND (A: Presser) 
3 Melodies Op. 4 (FrEng) 
med, instr/pf 

DURAND (A; Presser) 
3 Poemes de Robert Granzo 
Op. 118 

high, instr/pf 

DURAND (A; Presser) 
SCHOECK, OTHMAR: 

Elegie Op. 36 

Bar/B, chamb grp 

BREITKOPF W (A; Associated) 
Notturno Op. 47 
Bar, stqt 

UNIVERSAL (A; E-A) 
Spielmannsweisen (Leuthold) 
high, pf/harp 

UNIVERSAL (A: E-A) 
Wanderspruche Op. 42 
T/S, pf, cl, hn, perc 

BREITKOPF W (A: Associated) 

SCHOENBACH, DIETER: 

Canticum Psalmi Resurrectiones 
S, 2 fl, tpt, 2 via, gtr, perc 

UNIVERSAL (A; E-A) 


BIRNBACH 
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SCHOENBACH, DIETER: (cont'd.) 

Lyric Songs 
Mez, 2 pf 

PETERS 

SCHOENBERG, ARNOLD: 

Herzgewachse Lieder Op. 20 
high S, harp, cel, harmonium 

UNIVERSAL (A: Belmont) 

Nachtwandler 
S, pic, tpt, pf 

UNIVERSAL (A: Belmont) 
Pierrot Lunaire Op. 21 
S, pf, fl, cl, via, cello 

UNIVERSAL (A: Belmont) 
Serenade Op. 24 
Bar, 7 instr 

HANSEN {A: Magna) 
The Lover's Wish (String Quartet #2) 

Op. 10 
S, stqt 

UNIVERSAL (A: Belmont) 

SCHOLLUM, ROBERT: 

3 Weihnachtsgesange 
med female, 3 stgs 

DOBLINGER (A; Associated) 

SCHOOF, ARMIN: 

Herr, ich traue auf dich (Psalm 71) 

S, rec, via, org 

HANSSLER (A: Peters) 

SCHOP, JOHANN: (ca. 1665) 

Vom Himmel hoch (sacred 
concerto) 

STB, org/hpscd, cello 

BARENREITER (A; Magna) 

SCHRAMM, HAROLD: 

Songs of Tayumanavar 
S, fl 

NEW MUS ED (A: Presser) 

SCHUBERT, FRANZ: 

An die Musik 

A/Bar, fl, ob, 2 cl, 2 bsn, 
timp, stgs 

BREITKOPF W (A: Associated) 
Auf dem Strom Op. 119 
high S, hn, pf 

KALMUS: INTERNATL; PETERS; 

BREITKOPF W (A: Associated) 
Ave Marla Op. 52 #6 
S/T, opt vln, pf 

PETERS 

Complete Works (reprint of Breitkopf 
Edition) (Vol 1-21) 

var instr and vocal combos 

UNIV MUSIC ED 


Der Hirt auf dem Felsen Op. 129 
S, cl, pf 

PETERS; INTERNATL; SCHIRMER; 

GALLIARD (A: Galaxy) 
Erstes Offertorium Op. 46 
S, 2 fl, cl, 2 hn, org, stgs 

BREITKOPF L (A; Broude) 
Kantate for 3 Male Voices 
and Guitar 

3 male vcs, gtr 

BREITKOPF L(A; Broude) 

Lieder 
S, gtr 

ed. Domandl 
SCHAUER (A: Associated) 
Romance (from DIE 
VERSCHWORENEN) (med easy) 

S, cl, pf 

ed. Spiegel OXFORD; PETERS 
Salva Regina Op. 153 (Lat) 

S, stgs 

BREITKOPF L(A: Broude) 
Songs by Schubert (EngGer) 
med, gtr 

ed. Duarte BERBEN (A: Presser) 

SCHUBERT, HEINZ: 

Vom Unendlichen 

S, stgs 

RIES (A: Peters) 

SCHULLER, GUNTHER: 

6 Renaissance Lyrics 

T, fl, ob, pf, vln, via, cello, bvl 

ASSOCIATED 
(A: Schirmer/Associated) 

SCHULZ, JOHANN ABRAHAM PETER: 
(1747-1800) 

Stille Welt 

med-hlghmedmed-low, stgs/4 stgs 

ed. Erdlen 
SIKORSKI (A: Associated) 

SCHUMAN, WILLIAM: 

The Young Dead Soldiers 
(A Lamentation) (MacLeish) 

S, hn, 8 ww, 9 stgs 

PRESSER 

SCHUMANN, ROBERT: 

Complete Works Series 1-14 (reprint 
Breitkopf Edition) 

var instr and vocal combos 

UNIV MUS ED 

Duets from MINNESPIEL Op. 101 
AB(1), ST(2), pf 

KALMUS (A: Belwin) 

12 Duos 

2 eq vcs, instr/pf 

DURAND (A: Presser) 
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SCHURMAN, GERHARD: 

Chuench'i (cycle) (from the Chinese) 

S, chamb orch/pf 

NOVELLO (A: Belwin) 

SCHUSTER, GIORA: 

2 Dialogues and Recitative 
med-high, f!/ob, pf 

ISRAELI (A: Broude) 

SCHUTZ, HEINRICH: 

Short Sacred Concertos (med diff) 

(2-5 each vol) 

Vol 1; S, cont 
2: A, cont 
3: SATB, cont 
4; 2 med vcs, cont 
5; 2 male vcs, cont 
6; SS, SA, AA, cont 
7; BB, 3 B, B. cont 
8: SATB, SSATB, cont 
9: SSTT, SSSB, ATB, SSBB, 
cont 

10: SSATB, cont 

11: TTB, SST, cont 

12: SSB, SB, cont 

14: S/T, cont 

15: SS/TT, cont 

17: ST, SSB, SSTT, cont 

18: ATB, cont 

19: SATB, cont 

20: SA, cont 

ed. Hoffmann; Ehmann 
BARENREITER (A: Magna) 
Symphoniae Sacrae (3 Large Sets; several 
Volumes in each Set) (LatCer) (difficult) 
solos, var instr and vocal combos 
HANSSLER (A: Peters); BROEKMANS 
(A: Peters); ZIMMER (A: Peters); 
BARENREITER (A: Magna); 
BREITKOPF W (A: Schirmer); 
MUSICA RARA (A: Peters); 
CONCORDIA; SCHIRMER; 
CRESCENDO; CHANTRY 

SCHWANTNER, JOSEPH: 

Shadows II 

Bar, fl, cl, bcl, mand, gtr, vin, via, 
cello, perc, elec tape 

ACA 

SCHWARTZ, GERHARD VON: 

Ich vermahne euch aber (med) 

S, org/pf/cem 

BARENREITER (A: Magna) 
Ihr habt nicht einen knechtischen 
Ceist (med) 

S, org/pf/cem 

BARENREITER (A: Magna) 


SCHWARTZ-SCHILLING, REINHARD: 

3 geistliche Lieder 
med, org/3 stgs 

BARENREITER (A: Magna) 

SCHWICKERT, GUSTAV: 

5 Lieder Op. 14a 

med, fl, ob, 2 cl, bsn, hn, stgs 

RIES (A: Peters) 

SEAMARK, COLIN: 

6 Mehitabel Magpies 

S, bvl 

YORKE (A: Galaxy) 
SEEGER, RUTH CRAWFORD: 

3 Songs for Contralto (Sandburg) 
contr, ob, perc, pf 

MERION (A: Presser) 

SEIBER, MATYAS: 

3 Morgensternlieder 

high, cl 

UNIVERSAL (A: E-A) 

4 Hungarian Folk Songs 

med-high, vIn 

LIBE C 

4 Old French Songs (FrEng) 
high, gtr 

ed. Bream SCHOTT (A: E-A) 
Creek Folk Songs 
S/T. stg orch/pf 

BOOSEY 

The Owl and the Pussycat 
high, vin, gtr 

SCHOTT (A: E-A) 
SELLE, THOMAS: (1599-1663) 

Domine, exaudi orationem meam 
Bar, 4 tmb, cont 

HANSSLER (A: Peters) 
Erstanden ist der Herre Christ 
high, 2 tmb, cont, vin 

HANSSLER (A: Peters) 

SEMEGEN, DARIA: 

Lieder auf der Flucht (3) 

S, fl, cl, hn, pf, 2 perc, vibra, 
vin, cello 

ACA 

Poeme 

Bar, chamb grp 

ACA 

SEMINI, CARLO: 

3 Poemi di Hermann Hesse 
Mez (cl, via, cello, pf)/pf 

CURCI 

SEREBRIER, JOSE: 

Erotica for woodwind quintet 
and voice 
S, ww qnt 


SOUTHERN PEER 
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SESSIONS, ROGER: 

Psalm 140 

S, pf {4 hands) 

MARKS (A: Beiwin) 

SEYFRIT, MICHAEL 

Winter's Warmth (Smith) 

Bar, cl, bsn, harp, vin, via, cello 

ACA 

SFETSAS, KYRIACOS: 

Artefact 

BarB, cello, bvl, pf 

TRAN SAT (A; Presser) 

SHAPEY, RALPH: 

Walking Upright Songs 
S, vIn 

PRESSER 

SHEPHERD, ARTHUR: 

Tryptych 
high, stqt 

PRESSER 

SHERIFF, NOAM: 

Ashrei (Blessed Is the Man) 

A, fl, dms, 2 harp 

ISR MUS INST (A: Boosey) 

SHIELDS, ALICE: 

Wildcat Songs 
Lyric S, pic 

ACA 

SHIFRIN, SEYMOUR: 

Satires of Circumstance (3) (Hardy) 

S, fl, vin, cl, cello, bvl, pf 

PETERS 

SHOSTAKOVICH, DMITRI: 

Romanzen-Suite Op. 127 
S, vin, cello, pf 

DEUTSCHER (A: Broude) 
7 Melodies pour chant (Fr) 

S, pf, vin, cello 

CHANT (A: Beiwin) 

SIBELIUS, JEAN: 

Das Lied von der Kreuzspinne Op. 27 
#4 (SwedCer) 

A, perc, harp, stgs 

BREITKOPF W (A: Associated) 
Der Diamant auf dem Marzschnee 
(FinnSwedCer) (De manten pa 
marssnbn) 

A, 2 fl, 2 cl, harp, stgs 

BREITKOPF W (A; Associated) 
Der Span auf den Wellen (FinnCer) 

(Spa net pa vattnet) 

B, fl, cl, 2 hn, stgs 

BREITKOPF W (A: Associated) 


3 Hymnische Cesange (Ger) 

#1; med, cello 
#2: med, harp/pf 
#3: med, org 

LIENAU (A: Peters) 
Heisa, Hopsa, bei Regen und Wind 
(SwedCer) Op. 60 #2 (Halliha uti 
Storm och i regn) 

Bar, harp, stgs 

BREITKOPF W (A; Associated) 
Hundert Wege (SwedCer) 

S, harp, stgs 

BREITKOPF W (A: Associated) 
Komm, herbel Tod! Op. 60 
#1 (SwedCer) (Kom nu hit, dod!) 

A, harp, stgs 

BREITKOPF W (A: Associated) 
Lockung Op. 17 #3 (SwedCer) 

B, 2 fl, ob, cl, hn, harp, cel, stgs 

BREITKOPF W (A: Associated) 
Lockung Op. 17 #3 (SwedCer) 

S, fl, hn, perc, stgs, harp/pf 

BREITKOPF W (A: Associated) 
Sacht wie vom Abendrot Op. 61 #1 
(SwedCer) 

S, fl, ob, 2 cl, hn, perc, harp, stgs 

BREITKOPF W (A: Associated) 

SIEGL, OTTO: 

Die Schenke am See 
S, 4 stgs 

DOBLINCER (A: Associated) 
Wald-Sonate Op. 123 (sacred cantata) 
S, stgs 

BOHM 


SIEPRAWSKI, PAVEL: 

Justus Cerminavit (motet) 

S, vin, cont 

HANSSLER (A: Peters) 

SILBEE, ANN: 

Only the Cold Bare Moon (cycle) 

S, fl, pf 

AMC 

SILVERMAN, F.-E.: 

In Shadow 
S, cl, gtr 

SEESAW 

SIMONS, NETTY: 

Diverse Settings for Soprano and 
11 Players 

S, fl, ob, cl, bsn, 2 vin, via, cello, 
bvl, vibra, perc 

MERION (A; Presser) 

Songs for Jenny 

med-high, bvl, pf with amplifier 

MERION (A: Presser) 
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Songs for Wendy 
med, via 

ME RION (A: Presser) 
Trialogue #1 (Thomas) 

Mez/Bar, via 

AC A; ME R ION (A; Presser) 
Trialogue #2 (Thomas) 

(Myselves Grieves) 

A/Bar, via 

MERION (A; Presser) 
Trialogue #3 (Now, Say Nay!) (Thomas) 
Mez Bar, via 

MERION (A: Presser) 

SIMS, EZRA: 

In Memoriam Alice Hawthorne 
TBar, speaker, 4 cl, 2 marimba 

ACA 

3 Haiku 

Mez, castanets, tabla 

ACA 

SINGER, JEANNE: 

Sonnet(Benton) 

S, vin, cl/vla 

AMC 

To Stir A Dream 
S, cl 

AMC 

SINIGAGLIA, LEONE: 

Invito Respinto Op. 40 #27 
SA, ob, cl, bsn, hn 

CARISCH (A: Boosey) 
Ninna Nanna di Gesu Bambino 
Op, 40 #32 

SSS, 2 fl, 2 cl, hn, harp, tri 

CARISCH (A: Boosey) 

SINOPOLI, GIUSEPPE: 

Opus Scir 

Mez, 15 instr 

ZERBONI (A: Boosey) 

Sunyata 
S, 5 stgs 

ZERBONI (A; Boosey) 

SLEZAK, PAVEL: 

Tri Pisne 

high female vc, pf/low female vc, 
pf, cym, sax, bvl 

CZECH 

SMIT, LEO: 

4 Motets (Eng) 

med, 2 fl, vln/2 S rec, 1 T rec 

BROUDE 

SMITH-BRINDLE, REGINALD: 

Genesis Dream 

med-low female vc, fl, 2 cl, tpt, 3 
perc, pf 

PETERS 


SMOLANOFF, MICHAEL 
Day of Calm Sea 

S, fl, cl, bsn, harp, vIn, via. 


cello, perc 

SEESAW 

From the Orient 


S, fl, harp, elec tape 

SEESAW 

Hear, O Israel 


B, SATB, stgs/pf 

SEESAW 


SCHAL, NARESH: 

Kavita 1 

S, fl, ob, cl, bsn, tmb, perc, 
pf, vin, cello 

NOVELLO (A; Belwin) 

Kavita 2 
S, fl, pf 

NOVELLO (A; Belwin) 

Kavita 3 
S, elec bvl 

NOVELLO (A: Belwin) 

Night's Poets 

S, 2 cl, vibra, pf 

NOVELLO (A; Belwin) 

SOLER, JOSEP: 

Passio lesu Christi (Easter) 

SBar, via, cello, cem, org 

MOECK (A: Belwin) 
SOMERS, HARRY STEWART: 

Kuyas 

S, fl, perc 

BERANDOL 

12 Miniatures 
S/Mez, 3 instr 

BERANDOL 

SOURIS, ANDRE: 

Comptines pour Enfants Sinistres 
SMez, 3 instr 

ZERBONI (A: Boosey) 
L'autre Voix (Guiette) 

S, fl, cl, via, cello, pf 

CBDM (A: Elkan H) 

SPIES, CLAUDIO: 

5 Psalms (to be performed as a unit) 

ST, fl, bsn, hn, mand, via, cello 

BOOSEY 

7 Ensensberger-Lieder 
Bar, cl, hn, cello, perc 

OFC 

Shirim le Hathunatham 
S, fl, cl, vin, cello, pf 

OFC 

SPOHR, LOUIS: 

6 German Lieder Op. 103 

high, cl, pf 

BARENREITER (A: Magna) 
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SPOHR, LOUIS: (cont'd.) 

6 Songs for Baritone Op. 154 
Bar, vin 

BARENRE!TER(A: Magna) 
SREBOTNjAK, ALOJZ: 

Pisma (Letters) 

S, harp 

DRUSTVO 

War Pictures 
A, perc, pf 

DRUSTVO 

STAEMPFLI, EDWARD: 

Tagebuch aus Israel 

A, vIn, cello, cl 

ISRAELI (A; Broude) 
STAEPS, HANS ULRICH: 

Annnis Aevi Omnipotens (Lat) 
med, S rec, pf 

DOBLINCER (A: Associated) 
Das Lied tbnt fort (Ger) 

S, S rec, A rec, T rec 
(or 2 vin, via) 

DOBLINCER (A; Associated) 

Krippenlied 

med-high, treb instr, pf 

DOBLINCER (A; Associated) 

SIAM, HENK: 

Rispetti 
Bar, stgs 

DONEMUS (A; Peters) 
STAMEGNA, NICOLO: (1615-1685) 

Et cur non te amo (sacred) 

S/T, cont 

ed. Ewerhart BIELER 
STANLEY, JOHN: (1713-1786) 

Welcome Death (Eng) 

B, pf, (opt 2 vin, cello, bvl) 

HINRICHSEN (A: Peters) 

STARER, ROBERT: 

Cantamus 

SBar, vin, pf 

ISRAELI (A: Broude) 

2 Sacred Songs (8 min) 

med-high, instr/pf 

SOUTHERN PEER 

STAROMIEYSKI, ].: 

3 Arien 

S/A/Bar, vln, cont 

FMA (A: Peters) 

2 Fragmente (sacred) 

S, (vln, cello, cem)/2 vln 

FMA (A; Peters) 

STEARNS, PETER: 

5 Lyrics (Gibran) 

S, fl, via 


3 Love Songs 

S, cl, bcl, tpt, tmb, harp, vln. 


via, cello 

ACA 

3 Sacred Songs 


S, ob, hn, cello 

ACA 


STEDRON, MILOS: 

Sic et Non 

TB, pic, ob, tmb, tuba 

CZECH 

STEFFANI, AGOSTINO: (1654-1728) 
Quanto, quanto (ItEng) 

T, 2 A rec, cello, hpscd/pf 

ed. Wasner SCHIRMER 
Vieni o cara, amata sposa (ItEng) 

S, A rec/fl, ob/T rec, cello, hpscd/pf 
ed. Wasner SCHIRMER 


STEFFENS, WALTER: 

Epitaph auf Rimbaud Op. 2c 

A, fl, cl, tpt, pf (opt 2 harps, stgs) 
BREITKOPF W (A: Associated) 
Neue Gleichnisse Op. 3b (3) 

S, fl, cl, via 

BREITKOPF W (A: Associated) 
Oboe Songs Op. 9 
A/Bar/Bass, ob 

BREITKOPF W (A: Associated) 

STEIN, LEON: 


String Quartet # (EKLOGE) (Thomas) 
S, stqt 


ACA 


STEINER, GITTA: 

Cantos, 1975 
med, vibra 

SEESAW 

Concert Piece for Seven #1 
S, fl, pf, bvl, 2 perc 

SEESAW 

Concert Piece for Seven #2 
S, fl, pf, bvl, 2 perc 

SEESAW 

Dream Dialogue for Soprano and 

Percussion 
S, perc 

SEESAW 

4 Songs for Medium Voice 

and Vibraphone 
med, vibra 

SEESAW 

Interludes for Voice and Vibraphone 
S, vibra 

SEESAW 

Music for Four 
S, 2 perc, bvl 

SEESAW 


ACA 
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New Poems for Voice and Vibraphone 
med, vibra 

SEESAW 

3 Poems for Voice and 2 Percussion 
med. 2 perc 

SEESAW 

Trio for Voice, Piano, and Percussion 
med, pf, perc 

SEESAW 

STEINKE, GREG: 

3 Sonnets 
S, fl, stgs 

SEESAW 

STERN, HERMANN: 

Hinunter ist der Sonnenschein 
SA, 2 S rec, cont 

HANSSLER (A; Peters) 

STERNBERG, ERICH: 

The Distant Flute (3) (HebGer) 
S/contr/Bar. fl 

ISR MUS INST (A: Boosey) 
String Quartet #1 
Mez, 4 stgs 

ISRAELI (A; Broude) 

STEVENS, HALSEY: 

3 Japanese Folk Songs 
med, vln. cello, pf 

ACA 

2 Shakespeare Songs 

Mez, fl, cl 

ACA 

STEWART, F. G.: 

First joy of Marriage 
5, 2 perc 

SEESAW 

STOCK, DAVID: 

Scat (syllables only) 

S, fl, bcl, vln, cello 

ACA 

STOCKHAUSEN, KARLHEINZ: 

3 Lieder for Alto 

A, chamb grp 

UNIVERSAL (A; E-A) 
STOLL, HELENE MARIANNE: 

Der Morgenstern ist aufgedrungen 
(sacred cantata) 

ST, ob/vln, org 

HANSSLER (A; Peters) 

STOLZEL, GOTTFRIED HEINRICH: 
(1690-1749) 

Liebster jesu, deine Liebe 
findet ihres Cleichen nicht 
Mez/A, stgs 

ed. Bachmair 
BREITKOPF L (A; Broude) 


STOUT, ALAN: 

An Allegory; Pride Op. 73 #3 
S, cl, perc, pf, cello 

ACA 

Canticum Canticorum (Lat) 

S, fl, ob, cl, bsn, hn, perc, harp, cel, 
via 

PETERS 

Christmas Antiphon Op. 37 
S/T, cello, org, 4 tomtoms 

ACA 

Commentary on T'ung Jen Op. 14 
S/T ob, pf, opt drms 

ACA 

Landscape Op. 36 

Mez, fl, enghn, harp, tamtam 

ACA 

STRADELLA, ALESSANDRO: 

Exultate in deo Fideles 
Bar/B, 2 vln, cont 

BROEKMANS (A; Peters) 

STRAESSER, JOEP: 

Ramasasiri 

Mez, fl, pf, hpscd, perc 

DONEMUS (A; Peters) 

STRAUSS, RICHARD: 

Notturno 

low, pf, vln 

FORBERC (A: Peters) 

Serenade 

low, vin/cello obblig, pf 

PRESSER 

STRAVINSKY, IGOR: 

Abraham and Isaac 
(cantata) (HebEng) 

Bar, chamb grp 

BOOSEY 

Chansons Plaisantes (RussFr) 

(Pribaoutki) (Ramuz) 

S, fl, ob(enghn), cl, bsn, vln, 
via, cello, bvl 

CHESTER (A; Magna) 
4 Songs for High Voice (EngRuss) 
high, fl, harp, gtr 

CHESTER (A: Magna) 

Elegy for JFK 
Mez/Bar, 3 cl 

BOOSEY 

Le Faune et la Bergere Op. 2 (Pushkin) 
(3) (RussFrCer) 

high/Mez, chamb grp/pf 

CHESTER (A: Magna); 
BELAIEFF(A: Peters); 

BOOSEY 

In Memoriam Dylan Thomas 

T, stqt, 4 tmb 

BOOSEY 
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STRAVINSKY, IGOR: (cont'd.) 

Pastorale (no words) 

S, cl, ob, enghn, bsn 

SCHOTT (A; Belwin) 
3 Japanese Lyrics (Delage) 

S, (2 fl, 2 cl, pf, 2 vln, 
via, cello)/pf 

BOOSEY 

3 Songs from Shakespeare 

med, via, fl, cl 

BOOSEY 

STROBACH, SIEGFRIED: 

Halunkensongs 
Bar, instr/pf 

BREITKOPF W (A: Associated) 
STRUTIUS, THOMAS: (1621-1678) 

Resonet in Laudibus (sacred) 

(LatGer) (Xmas) 

SSB, 2 vln, cont 

ed Grusnick 
BARENREITER (A: Magna) 

SURINACH, CARLOS: 

Prayers 
med, gtr 

SCHIRMER 

4 Tonadillas for Voice and Small 
Orchestra 

var vcs, chamb grp 

arr. Subira SOUTHERN PEER 

SUSA, CONRAD: 

Serenade #5 

TT, ob, cello, perc 

SCHIRMER EC 

SUTER, ROBERT: 

Musikalisches Tagebuch #1 
A, ob, bsn, via, vln, cello, bvl 

MODERN 

Musikalisches Tagebuch #2 

Bar, fl, cl, bcl, hn, vln, via, cello 

MODERN 

SUTERMEISTER, HEINRICH: 

Psalm 70 (and 86) 
low, org 

SCHOTTS (A; E-A) 

4 Lieder nach texten Schweigerischer 
Minnesanger 

Bar, (fl, ob, bsn, cem, vln)/pf 

SCHOTTS (A: E-A) 

SUTHERLAND, MARGARET: 

Cradle Song 
med, cl 

ALBERT (A: Belwin) 
The Gentle Waterbird 
med, vln, pf 


SWANSON, HOWARD: 

4 Preludes (Eliot) 
med-high, stgs/pf 

WEINTRB (A: Music Sales); AMC 
Songs for Patricia 
high/S, stgs 

WEINTRB (A: Music Sales); AMC 

SWEELINCK, JAN PIETERSZOON: 
(1562-1621) 

Collected Works Vol 1-10 (reprint of 
Breitkopf Edition) 

var (2-8) vcs, instr/acap 

UNIV MUS ED 

Rimes Francoises et Italiennes a deux 
Parties (med diff) 

SA, org 

ed. Hinnenthal 
BARENREITER (A: Magna) 

SYDEMAN, WILLIAM: 

4 Japanese Songs 

S, 2 vln 

SCHIRMER EC 

Full Circle 

SAB, cl, cello, tmb, perc, pf/org 

SEESAW 

Jabberwocky for Soprano or Tenor 
(Carroll) 

S/T, fl, cello 

SCHIRMER EC 

Malediction 

T, 4 stgs, elec tape 

SEESAW 

3 Songs after Emily Dickinson 
S/T, cello 

SCHIRMER EC 
3 Songs on Elizabethan Texts 
S/T, fl 

SCHIRMER EC 

TABUYO, I.: 

La del Pahuelo Rojo 
high, gtr 

ed. Azpiazu UME (A: Associated) 
TALLIS, THOMAS: 

9 Psalm Tunes 

all (1) vcs ad lib, 4 rec 
(descant, treb, T, B) 

ed. Illing SCHOTT (A: E-A) 

TALMA, LOUISE: 

All the Days of My Life (cantata) 

T, cl, cello, perc, pf, cel 

AMC 

TANENBAUM, ELIAS: 

Cygnology 

S, fl, cl, pf, stgs 


ALBERT (A; Belwin) 


ACA 
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Fantasies of a Prisoner 

Bar, fi, cl, tpt, bass tmb, harp, 
perc, vin, cello 

ACA 

Images 

Female vc, pf, perc, elec tape 

ACA 

Peter Quince at the Clavier 
S, fl/pic, cl, via, bass tmb 

ACA 


TARRAGO, G.: 

Canciones Populares Espaholas 
med, gtr/pf 

UME (A: Associated) 
Dos Villancicos Navidehos 
med, gtr 

UME (A; Associated) 
Canciones Espaholes del Renacimien- 
to 

med, gtr/pf 

UME (A; Associated) 
Polo Gitano o Flamenco 
med, gtr 

UME (A: Associated) 


TATE, PHYLLIS: 

Apparitions (med diff) 

med, 4 stgs, pf, harmonica 

OXFORD 

Nocturne for 4 Voices (diff) 

(cantata) (Keyes) 

STBarB, stqt, bvl, bcl, cel 

OXFORD 

The Lady of Shalott (Tennyson) 

T, 2 pf, cello, vIn, 2,3 perc 

OXFORD 

3 Chansons Tristes (med) 
high, gtr 

OXFORD 

2 Ballads (med diff) 

Mez, gtr 

OXFORD 

Victorian Garland (Arnold) (diff) 

SA, hn, pf 

OXFORD 


TAUBERT, KARL HEINZ: 

Altdeutsches Liebeslied 

med (org/pf, cello)/(org, vin) 

RIES (A: Peters) 

TAUSINGER, JAN: 

Am Himmel Skizzierte Lieder 
S, fl, bcl, vibra, perc, pf 

ART IA (A; Magna; Boosey) 
Konstellationen Zykius 
S, instr/pf 


TAUTENHAHN, G.: 

Each Man 
T, vin 

SEESAW 

TAVENER, JOHN: 

Three Holy Sonnets of John Donne 
(15 min) 

Bar, chamb grp 

CHESTER (A: Magna) 
Three Surrealist Songs (Eng) 

Mez, pf, bongo dms, elec tape 

CHESTER (A: Magna) 

TAYLOR, CLIFFORD: 

4 Liriche (from MATTINO 
DOMENICALE) (Sacred) 
med, A sax, pf 

ACA 

Two Songs Op. 5 (Sandburg) 

S/T, cl, pf 

ACA 

TCHEREPNIN, ALEXANDER: 

Vom Spass und Ernst (cantata) 
med, stgs/pf 

CERIC (A: Belwin) 

TELEMANN, GEORG PHILIPP: 

Ausgewahite Lieder (CerEng) 
var vcs, cont 

KISTNER (A: Concordia) 
Der Weiberorden (cantata) 

S, 2 vin, cont (CerEng) 

DEUTSCHER (A; Broude) 
Die Hoffnung ist mein Leben (cantata) 
(med diff) 

B, vin, cont 

ed. Menke 
BARENREITER (A; Magna) 
Ein Jeder lauft (sacred cantata) 

(med diff) 

S/T, ob/vin, cont 

BARENREITER (A; Magna) 
Erquicktes Herz (sacred cantata) 
low, vin, cont 

HANSSLER (A; Peters) 
Ew'ge Quelle milder Strom (sacred 
cantata) (med diff) 
med, fl/vin, cont 

ed. Seiffert; Fock 
BARENREITER (A; Magna) 
Cesegnet ist die Zuversicht (sacred 
cantata) (med diff) 

TB/SB, 2 S rec, 2 vin, cont 

ed. Durr 

BARENREITER (A; Magna) 


CZECH 
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TELEMANN, GEORG PHILIPP: (cant'd.) 
Gott will Mensch und sterblich werden 
(med diff) 

high, vln, cont 

ed. Fock; Seiffert 
BARENREITER (A: Magna) 
Ha Ha! wo will wi hut noch danzen 
(cantata) (GerEng) 

S, v!n, cont 

ed. Hobohm 
DEUTSCHER (A: Broude!) 
Hemmet den Eifer (sacred cantata) 

(med diff) 

high, A rec, cont 

BARENREITER (A; Magna) 
Ich weiss dass mein Erloser lebt 
(Easter) (GerEng) 

T, stgs, bsn, cem 

ed. Schroder 
BREITKOPF L (A; Broude) 
Ihr Volker hort (Xmas) (med diff) 

S/T, fl, cont 

BARENREITER (A: Magna) 
Jauchzet frohlocket (Xmas) 
med, vln, cont 

VIEWEG (A; Peters) 
Jauchzet, ihr Christen, sei vergnugt 
(cantata) (med diff) 

S/T, vln, cont 

ed. Fock; Seiffert 
BARENREITER (A: Magna) 
Kanarienvogel Kantata (sacred) 

(med diff) 

med, 2 vln, via, cont 

ed. Fock; Seiffert 
BARENREITER (A: Magna) 
Kleine Kantate von Wald und Au 
S/T, fl, cont 

ed. Ermeler 
BARENREITER (A: Magna) 
Lauter Wonne, lauter Freude 
(sacred cantata) 

S, S rec, cont 

HANSSLER (A: Peters) 
Liebster jesu, kehre wieder (Xmas) 

S, 2 rec, 2 vln, via, cello/bvl, kybd 
VIEWEG (A: Peters) 
Lieder und Arien (med diff) 
high, cont 

ed. Degen 
BARENREITER (A: Magna) 
Locke nur (cantata) (GerEng) 

S, fl/treb rec, pf 

ed. Bergmann SCHOTT (A: Belwin) 
Magnificat (sacred cantata) 

S, fl, stgs, cont 

HANSSLER (A: Peters) 


6 Arien aus dem harmonischen 
Gottesdienst 

high, S rec, cont 

HANSSLER (A; Peters) 
Songs and Arias for High Voice 
and Continuo (1 duet) 

high (1-2) vcs, cont, 2 obblig vins 

ed. Degen 
BARENREITER (A: Magna) 
Susse Hoffnung, wenn ich frage 
(med diff) 

T, 2 via, 2 vln, 2 bsn, cont 

ed. Menke 
BARENREITER (A: Magna) 
Tod und Moder dringt herein 
A, fl, pf, opt cello/bsn 

ed. Ermeler 
ZIMMER (A: Peters) 
Vor des lichten Tages Schein (Advent] 
med, fl, cont 

VIEWEG (A: Peters) 
Weiche, Lust und Frohlichkeit 
(sacred cantata) 

S, vln, via, ob, cont 

HANSSLER (A; Peters) 
Zerreiss das Herz (sacred cantata) 

S, S rec, stgs, cont 

HANSSLER (A: Peters) 

TERZAKIS, DIMITRI: 

Ethos B 

A/Bar, 2 treb instr 

GERIG (A: Belwin) 

TERZIANI, PIETRO: (ca. 1765-1831) 

^alve, Regina 
S, org 

BIELER 

THIELE, SIEGFRIED: 

Als unser Herr am Kreuzesstamm 
(sacred) 

S, 2 S rec, org 

HANSSLER (A; Peters) 
Brich herein, susser Schein (sacred) 

S, 2 S rec, org 

HANSSLER (A; Peters) 
Dieweil auch Heuer nach Advent 
SA, 2 S rec cont 

HANSSLER (A; Peters) 

THOMAS, J. M.: 

4 Canciones Populares Mallorquinas 
(Sp) 

med, gtr 

UME (A: Associated) 

THOMAS, KURT: 

5 Lieder fur tiefe Singstimme mit 
Tasteninstrument oder drei 
Streichinstrumenten Op. 34 

low, kybd/3 stgs 

BREITKOPF L (A; Broude) 
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5 Lieder nach Cedichten aus Wolfram 
Brockmeier 

A, kybd/stgs 

BREITKOPF W (A; Associated) 
THOMASS, EUGEN: 

Morgue 

B, pf, perc 

MODERN 

THOMSON, VIRGIL 

Five Phases from the Songs 
of Solomon 
S, perc 

AM MUSIC ED (A: Fischer C) 
Stabat Mater (FrEng) 

S, stqt 

BOOSEY 

THORNE, FRANCIS: 

Songs of the Great South Bay 
S, pf, 2 tri 

ACA 

THYBO, LEIF: 

Hymn of Creation (Eng) 

S, org 

EGTVED 

O Gloriosa Vergine Maria (It) 

Mez, vin, org 

EGTVED 

On His Blindness (Eng) 

Mez, org 

EGTVED 

TIPPETT, MICHAEL 

Songs for Achilles (EngGer) 

T, gtr 

SCHOTT (A: E-A) 

TITTEL, ERNST: 

Mystisches Triptychbn (3) Op. 23 
S, org 

DOBLINGER (A: Associated) 

TOGNI, CAMILLO: 

Gesang zur Nacht 
S, 12 instr 

ZERBONI (A; Boosey) 

Helian (TrakI) (5) 

S, chamb grp 

ZERBONI (A: Boosey) 

Sei Notturni 
A, 4 instr 

ZERBONI (A: Boosey) 

Rondeaux per 10 
S, 9 instr 

ZERBONI (A: Boosey) 

TORROBA, F. M.: 

Petenera de la Marchenera (Sp) 
high, gtr 

ed. Azpiazu UME (A: Associated) 


TOSTl, FRANCESCO PAOLO: 

Addio 

high, pf, opt vIn 

COLOMBO (A; Belwin) 

TREDE, YNGRE JAN: 

5 Songs to Texts by Poul Borum (Dan) 
Mez, fl, via, pf 

EGTVED 

TREMBLAY, G.: 

Kekoba 

SMezT, Ondes Martenot, perc 

BERANDOL 

TRIMBLE, LESTER: 

Four Fragments from CANTERBURY 
TALES 

S, fl, cl, hpscd 

PETERS 

Petit Concert 

med, vin, ob, hpscd 

PETERS 

TSOUYOPOULOS, GEORGE S.: 

Serenata per voce da donna 
Female vc, gtr, fl, via 

MODERN 

TUCAPSKY, ANTONIN: 

Er ist Alles! 


Bar, cl, perc, pf 

CZECH 

Od Stmivani do usvitu 


T, fl, bcl, pf 

CZECH 

Siehe wie herrlichl 


Bar, cl, perc, pf 

CZECH 

TUNDER, FRANZ: (1614-1667) 



Ach Herr, lass deine lieben Engelein 
(sacred cantata) 

S, stgs, org, cem 

BREITKOPF L (A: Broude) 
Ach Herr, lass deine lieben 
Engelein (Ger) 

S, stgs, cont 

CONCORDIA 

Ach Herr, lass deine lieben Engelein 
S, stgs, org 

KISTNER (A: Elkan H) 
Ein kleines Kindelein (Xmas) (Ger) 

S/T, stgs 

CONCORDIA 

Ein kleines Kindelein (Xmas) 

S, stgs, org 

KISTNER (A: Elkan H) 
Wachet auf ruft uns die Stimme 
(sacred cantata) (Ger) 

S/T, stgs, cont 

CONCORDIA 
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TUNDER, FRANZ: (confd.) 

Wachet auf ruft uns die Stimme 
S, stgs, org 

KISTNER (A: Elkan H) 
Wachet auf ruft uns die Stimme 
S, 4 stgs, cont 

ed. Meyer 
BARENREITER (A: Magna) 

TURINA, jOAQUi'N: 

Cantares 
high, gtr 

ed. Azpiazu UME (A: Associated) 
Esena Analuza 

A, pf, stqt 

SALABERT 

Las Musas de Andalucia Op. 93 (9) 
high, pf, stgs (#1; pf; #2: vin, pf; #3: 
stqt; #4; cello, pf; #5; pf; #6; high, 
stqt; #7,8; pf; #9; pf, stqt) 

UME (A; Associated) 

TUROK, PAUL 

3 Songs 
S, fl 

SEESAW 

UGOLINI, G.: 

De la justitia e Falsita (da Todi) 

B, pf, stgs 

SONZOCNO (A: Belwin) 

UNG, CHINARY: 

Mohori 

Mez, fl, ob, 2 perc, harp, pf, 
gtr, cello 

PETERS 

Tall Wind 

S, fl, ob, gtr, cello 

PETERS 

VALEK, JIRI: 

Sest Monologu O Lasce 
Mez, 4 stgs, harp, pf 

CZECH 

VALVERDE, JOAQUIN: 

Clavelitos 
med, gtr 

ed. Azpiazu UME (A; Associated) 
VAN DE VATE, NANCY: 

Letter to a Friend's Loneliness 
S, stqt 

OFC 

VANDOR, IVAN: 

Canzone di Addio 
female vc, 5 instr 

ZERBONI (A; Boosey) 


VARESE, EDGAR: 

Offrandes 

S, chamb grp 

COLOMBO (A; Belwin) 

vASQUEZ, JUAN: 

En la Fuente del Rosel 
med, gtr 

ed. Pujol ESCHIC (A; Associated) 
Vos Me Matastes 
med, gtr 

ed. Pujol ESCHIC (A; Associated) 
VAUGHAN WILLIAMS, RALPH: 

Along the Field (Housman) (8) (diff) 

T, vln 

OXFORD 

4 Hymns set for Tenor 
T, pf/opt vla/orch 

BOOSEY 

Merciless Beauty 
high, 3 stgs/pf 

FABER (A; Schirmer) 
On Wenlock Edge (cycle) (Housman) 

T, pf, opt stqt 

BOOSEY 

10 Songs of William Blake 
high, ob 

OXFORD 

3 Vocalises for High Soprano and 
Clarinet (diff) 

S, cl 

BOOSEY 

2 English Folk Songs (easy) 
med, vln 

OXFORD 

Woodcutter's Song (PILGRIM'S 
PROGRESS) (Bunyan) (easy) 

S, melody instr, pf 

OXFORD 

VECCHI, H.: 

Non vuo pregare (It) 
med, gtr/lute 

ed. Pujol ESCHIG (A; Associated) 

VECCHI, ORAZIO: (1550-1605) 

Arie, Canzonette e Balli a tre,a 
quattro e a cinque voci con liuto 
(Chilesotti) 

var (3-5) vcs, lute 

FORM I 

VELLONES, PIERRE: 

Pluies Op. 49 (Briant) 
high/med, instr/pf 

DURAND (A; Presser) 
Soir d'Idumee Op. 62 (Boissy) 
med, instr/pf 


DURAND (A; Presser) 
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VENTADORN, BERNART DE: (ca. 1195) 

6 Songs in Provencal (med diff) 

S/T, vin/vla/rec 

ed. Wellesz OXFORD 
VERCOE, ELIZABETH: 

Herstory (American women poets) 

S, vibra, pf 

AMC 

VERESS, SANDOR: 

Elegia 

Bar, harp, stgs 

2ERBONI (A; Boosey) 

VERHAAR, ARY: 

Drei Geisha Lieder, O-Sen 
A, fl, cl, pf, stgs 

DONEMUS (A: Peters) 
Kleine Suite Op. 23 (4) 

S, 2 fl, 2 ob, 2 cl, 2 bsn, 2 hn, 

2 tpt, timp, perc, cel, harp, stgs 
(also pf only) 

DONEMUS (A: Peters) 
Lieder aus Asien III Op. 11 (3) 

S, fl, cl, pf, stgs 

DONEMUS (A; Peters) 

VEROVIO, S.: 

Diletto Spirituale (sacred) 

SATB, cem, lute 

FORNI 

VERALL, jOHN: 

The Rose of the World 

S, fl pf 

ACA 

VEYVODA, GERALD: 

Through the Looking Class 

A, 5 ww, elec tape 

SEESAW 

VIADANA, LODOVICO GROSSI DA: 
(1564-1645) 

3 geistliche Konzerte (Lat) 

B, cont 

ed. Ewerhart BIELER 
3 geistliche Konzerte (Lat) 

A, cont 

ed. Ewerhart BIELER 
3 geistliche Konzerte (Lat) 

S, cont 

ed. Ewerhart BIELER 
VICTORIA, TOMAS LUIS DE: (1549-1611) 

Complete Works (Vol 1-8) (sacred) (Lat) 
(reprint of Breitkopf Edition) 
var vocal and instr combos 

ed. Pedrell UNIV MUS ED 


VICTORY, GERARD: 

Voyelles 

S, fl, perc, xylo, vibra, glock, stgs 

NOVELLO (A: Belwin) 

VIERDANCK, JOHANN: (1610-1646) 

Ich verkundige euch grosse Freude 
(Xmas cantata) (med easy) 

SS/TT, cont 

ed. Erdmann 
BARENREITER (A: Magna) 
Lobe den Flerren (sacred) (med easy) 
SSS/TTT, cont 

ed. Erdmann 
BARENREITER (A: Magna) 
Mein Fferz ist bereit (sacred) (med) 
SS/TT, 2 vin, cont 

ed. Erdmann 
BARENREITER (A: Magna) 
Siehe, wie fein und lieblich ist's 
(sacred) (med) 

SS/TT, 2 vIn, cont 

ed. Engel 
BARENREITER (A: Magna) 

VIERNE, LOUIS: 

Le Rouet 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 

L'Heure du Berger 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 
O triste etait mon ame 

S/T, instr/pf; Mez/Bar, instr/pf 

DURAND (A: Presser) 
Stances d'amour et de reve Op. 29 
high, instr/pf 

DURAND (A: Presser) 
VILIA LOBOS, HEITOR: 

Bachianas Brasilieras #5 (PortEng) 

S, 9 cello 

ASSOCIATED 
(A: Schirmer/Associated) 
Poema da Crianca e sua Mama (Port- 
Fr) 

med, fl, cl, cello 

ESCHIG (A: Associated) 
Suite for One Voice and Violin (3) 
S/Mez, vin, pf 

ESC FUG (A: Associated) 
Tres Poemas Indigenas (Port) 
med, instr/pf 

ESCHIG (A: Associated) 

VIOAR, J.: 

Icelandic Folk Songs 
med, pf 


ELKAN H 
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VIVALDI, ANTONIO: 

All 'ombra di Sospetto (cantata) (ItCer) 
high, fl, cont 

ed. Fechner; Franke DEUTSCHER 
(A: Broude) 

Canta in prato (motet) 
high stgs, cont 

CARISCH (A: Boosey) 
Cessate, omai cessate (cantata) 

A, pf, stgs 

ed. Mortari CARISCH (A: Boosey) 
Cessate, omai cessate (cantata) 

A, pf, stgs 

ZERBONI (A: Boosey) 
Chiare Onde (ERCOLE SUL 
TERMODONTE) 

S, (cem, stgs)/pf 

ed. Casella CARISCH (A: Boosey) 
La Gloria e Imeneo 
SMez, stgs, cont 

ed. Blanchard JOBERT (A: Presser) 
Laudate Pueri (Psalm 112) 

S, stgs, cont 

ed. Spinelli CARISCH (A; Boosey) 
Motetti a Canto Solo con Stromenti 
(sacred) 

S (5), M (1), stgs 

HEUGEL (A: Presser) 
Nisi Dominus (sacred) 

A, org, stgs 

ed. Bruni CARISCH (A: Boosey) 
Nisi Dominus (sacred) (LatEng) 

A, stgs, cont 

ed. Degrada 
RICORDI (A: Schirmer) 
O Qui Coeli Terraeque Serenitas Op. 

101 #6 (sacred motet) (Lat) 

S, stgs, and cem/pf 

BROEKMANS (A: Peters) 
Piango, Gemo, Sospiro (cantata) 
high, stgs, cont 

ed. Mortari CARISCH (A: Boosey) 
Salve Regina (sacred) 

A, 2 fl, stgs 

ed. Negri 

BREITKOPF W (A: Associated) 
Stabat Mater (It) 

A, stgs, cont 

RICORDI (A: Schirmer) 

Stabat Mater (It) 

A, org, stgs 

CARISCH (A: Boosey) 
VIVARINO, INNOCENTIO: (ca. 1575-1626) 
4 geistliche Konzerte 
S/T, cont 

ed. Ewerhart BIELER 


VLAD, ROMAN: 

Immer wieder 

S, enghn, cl, bsn, via, cello, 
marimba, vibra, harp, pf 

UNIVERSAL (A: E-A) 

Ego Autem (It) 

Bar, org 

RICORDI (A: Schirmer] 

VLIJMEN, JAN VAN: 

Mythos 

Mez, fl, ob, cl, bsn, hn, 2 vin, 
via, cello 

DONEMUS (A: Peters) 

VOGEL, WLADIMIR: 

Dal Quaderno di Francine 
S, 2 instr 

ZERBONI (A: Boosey) 

Goethe Aphorismen 
S, harp 

ZERBONI (A: Boosey) 

VOLKONSKY, A.: 

Les Plaintes de Chtchaza 

S, enghn, vIn, via, xylo, tambourine, 
vibra, cem 

UNIVERSAL (A: E-A) 

VOORMOLEN, ALEXANDER: 

Stanzas of Charles 11 

Bar, fl, enghn, perc, cel, stgs 

DONEMUS (A: Peters) 

VRIES ROBBE, WILLEM DE: 

Poems by Emily Dickinson (7 min) 
narr, fl, vibra 

DONEMUS (A: Peters) 

Rondeaux 

narr, fl, vibra 

DONEMUS (A: Peters) 

VUILLEMIN, L: 

Attente 

high, instr/pf 

DURAND (A: Presser) 

La Route 

med, vln/cello 

DURAND (A: Presser) 

Le Colibrf 

high, instr/pf 

DURAND (A: Presser) 

Le Portrait 
high, instr/pf 

DURAND (A: Presser) 

Les Reves 
med, instr/pf 

DURAND (A: Presser) 

Lied 

high, instr/pf 


DURAND (A; Presser) 
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Ma Cigale 

high, instr/pf; low, instr/pf 

DURAND (A; Presser) 

Presents 

med, instr/pf 

DURAND (A; Presser) 

Romance 

high, instr/pf 

DURAND (A: Presser) 
WAGENAAR, BERNARD: 

3 Songs from the Chinese 

S, fl, harp, pf 

KALMUS (A: Belwin) 

WALTON, WILLIAM: 

Anonymous in Love (6) 

T. gtr 

OXFORD 

WARD-STEINMAN, DAVID: 

Fragments from Sappho 

S, fl. cl, pf 

MARKS (A; Belwin) 
WARLOCK, PETER: (Philip Heseltine) 

Sleep (Fletcher) (med easy) 

Bar, pf, 4 stgs 

OXFORD 

The Curlew (cycle) (Yeats) 

T, fl, enghn, stqt 

OXFORD 

WARREN, ELINOR: 

Sonnets for Soprano and String 
Quartet 

S, stqt 

FISCHER C 

WATKINS, MICHAEL 

Those Dancing Days are Gone 

T, cl, vin 

NOVELLO 

WEBER, BEN: 

Concert Aria after Solomon Op. 29 
$, fl, ob, cl, bsn, hn, pf, vIn, cello 

ACA 

Four Songs Op. 40 
S/T, cello 

NEW MUS ED (A: Presser) 
Symphony in Four Movements on 
Poems of William Blake Op. 33 
Bar, chamb orch 

ACA 

3 Songs for Soprano or Tenor and 
String Quartet Op. 48 (Dehmel, 

George, etc.) 

T/S, stqt 

BOMART 


WEBER, CARL MARIA VON: 

Gitarrelieder (14) (Op. 13; #1-5; Op. 29: 
#1-3; Op. 25: Op. 1-5) 
med, gtr 

LEUCKART (A; Associated) 
WEBERN, ANTON: 

3 Lieder Op. 18 

high S, cl, gtr 

UNIVERSAL (A: E-A) 
5 Canons Op. 16(Lat) 

S, cl. bcl 

UNIVERSAL (A; E-A) 

4 Songs Op. 13 (CerEng) 

S, instr 

UNIVERSAL (A: E-A) 

5 geistliche Lieder Op. 15 

S. vin, via, fl, cl, bcl, tpt, harp 

UNIVERSAL (A; E-A) 

6 Lieder nach Gedichten von G. Trakl 
Op. 14 

high, cl, bcl, vin, cello 

UNIVERSAL (A: E-A) 
3 Folk Texts Op. 16 (CerEng) 
med, vin, via, cl, bcl 

UNIVERSAL (A: E-A) 

2 Songs Op. 8 

med, cl, hn, tpt, cel, harp, vin, 
via, cello 

UNIVERSAL (A: E-A) 

WEIGL, KARL: 

5 Songs Op. 40 
S, stqt 

ACA 

3 Songs for Contralto and String 
Quartet 

Contr, stqt 

PIONEER 


WEIGL, VALLY: 

Beyond Time 


high, vin, pf 

ACA 

Dear Earth (10 min) 


Mez/Bar, hn, vin, cello, pf 

ACA 

Do not Awake Me 


Mez, vin/fl/cl, pf 

ACA 


Echoes from Poems (Benton) (12 min) 
Mez/Male vc, hn/cello, vin/fl, pf 

ACA 


Lyrical Suite (from All My Youth] 
(Blankner) (13 min) 

med, fl/cl/vin, cello, pf 

ACA 

Nature Moods (from The Green 
Kingdom) (Woodbourne) (10 min) 
high, cl/fl, vin 

ACA 
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WEIGL, VALLY: (cont'd.) 

Songs Beyond Time (Blankner) (12 min) 
high, vln/fl, pf 

ACA 

Songs from No Boundary (Marshal!) 

(12 min) 

Mez, vla/cl/vin, pf 

ACA 

Songs of Remembrance (Dickinson) 

(12 min) 

Mez, fl/cl, pf/stqt 

ACA 

Take My Hand (Segal) (5) (12 min) 

Mez, pf, obblig fl/vln 

ACA 

WEILAND, JULIUS: 

Amor Jesu (cantata) 

high, vin, via da gamba/cello, cont 
BARENREITER (A; Magna) 
Jauchzet Gott, alle Lande 
Mez, 2 vIn, cont 

NAGELS (A: Associated; Magna) 
WEILL, KURT: 

Frauentanz (7) op. 10 

high S, fl, via, cl, hn, bsn 

UNIVERSAL (A: E-A) 

WEISGALL, HUGO: 

End of Summer (Po Chu-i Boas) (3) 
high/T, ob, vin, via, cello 

PRESSER: AMC 

Fancies and Inventions (Herrick ) (9) 

Bar, fl, cl, via, cello, pf 

PRESSER 

WELCKER, MAX: 

Trauungslied 
SBarT, org 

BOHM 

WELLESZ, EGON: 

Ode an die Musik Op. 92 
A/Bar, 11 instr 

DOBLINGER (A: Associated) 
WEN-CHUNG, CHOU: 

7 Poems of T'ang Dynasty 
T, 7 wind instr, perc 

PRESSER 

WERNER, GREGOR JOSEPH (?-1766) 

Salve Regina 
B, 2 vin, cont 

BIELER 

WERNERT, WOLFGANG: 

Psalm 116 
S, fl, vibra 

BARENREITER (A: Magna) 


WERNICK, RICHARD: 

Haiku of Basho 

S, fl, cl, vin, 2 perc, pf, bvl, tape 

PRESSER 

Lyrics from 1x1 

female vc, bvl, perc 

PRESSER 

Moonsongs from the Japanese 
S, tape; SSS, tape 

PRESSER 

Prayer for Jerusalem 
Mez, perc 

PRESSER 

Songs of Remembrance 
Mez, ob (shawm, enghn) 

PRESSER 

WESTERGAARD, PETER: 

Cantata 1 (The Plot Against the Giant) 
(Stevens) 

Women's vcs, 3 instr 

E-A 

Cantata 3 (Leda and the Swan) 

Mez, 4 instr 

SCHOTT (A: E-A) 

Cantata 2 (A Refusal to Mourn the 
Death, by Fire, of a Child in London) 
(Thomas) 

B, 10 instr 

ARS VIVA (A: Belwin) 
There was a Little Man 
S, vin 

OFC 

WESTERMAN, G. VON: 

3 Lieder Op. 20 
low, 4 stgs 

BOTE (A: Associated) 
WHITTENBERG, CHARLES: 

Even Though the World Keeps 
Changing 

Bar, fl, via, vibra 

ACA 

Two Dylan Thomas Songs 

S, fl, pf 

WILDGANZ, FRIEDRICH: 

Der Mystische Trompeter (cycle) 
high, tpt, pf 

DOBLINGER (A: Associated) 
3 Kammerlieder 
S, cl, vin, cello 

DOBLINGER (A: Associated) 
WILLIAMS, JOAN FRANKS: 

Await the Wind (Carlin; Hunger) 

S, fl, pf 

ACA 
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Cassandra (melodrama with film) 

S, vin, cello, fl, tpt, perc 

ACA 

From Paterson (Williams) 

S, tpt, cello, pf 

ACA 

In Celebration (Nov. 5, 1958) 

S, fl, elec tape 

ACA 

WILLIAMSON, MALCOLM: 

3 Shakespeare Songs 
high, gtr/pf 

BOOSEY 

WILLKINSON, MARK: 

Voices 

A, fl, cl, bcl 

UNIVERSAL (A; E-A) 

WILSON, OLLY: 

Wry Fragments 

T, perc 

OFC 

Sometimes 
T, tape 

OFC 

WOLF, HUGO: 

14 Sacred Songs 
high, org 

PETERS 

WOLPE, STEFAN: 

Lazy Andy Ant 
Narr, 2 pf 

SEESAW 

Street Music 1922 
Bar, narr, 3 instr, pf 

BCMA (A; EMI) 

WRIGHT, MAURICE: 

Think, but Sing, Sweet Love 
T, perc, elec tape 

BOMART 

Mozartean Constraint 
S, fl, vin, bsn, gtr 

BOMART 

Sonnet at Trifling Intervals (5 min) 

S, fl, cl 

BOMART 

WUORINEN, CHARLES: 

Madrigale Spirituale 1960 
TBar, 2 ob, pf, 2 vIn 

ACA 

Message to Denmark Hill (Howard) 

Bar, fl, cello, pf 

PETERS 

WYNER, YEHUDI: 

Memorial Music 
S, 3fl 


XENAKIS, IANNIS 
N'shima 

MezMez, 5 instr 

BOOSEY 

YANNATOS, JANIS: 

3 Songs 
S/T, stqt 

ACA 

YTTREHUS, ROLV: 

6 Haiku 

S, fl, harp, cello 

ACA 

ZAGWIJN, HENRI: 

Die stille Stadt 

Mez, fl, stg trio, harp 

DONEMUS (A: Peters) 

Suite Negre 

Mez/Bar, fl, ob, cl, bsn, hn, pf 

DONEMUS (A; Peters) 

2AIMONT, JUDITH: 

A Woman of Valor 
Mez, stqt 

ACA 

Songs of Innocence (Blake) (4) 

ST, fl, cello, harp 

OFC 

ZANETTOVICH, D.: 

I Canti della Pace 
Mez, bsn, timp, stgs 

SONZOCNO (A; Belwin) 

ZENDER, H.: 

3 Rondel nach Mallarme 
S, fl, via 

BOTE (A: Associated) 

ZIFFRIN, MARILYN: 

Haiku 

S, via, hpscd 

ACA 

ZILCHER, HERMANN: 

Marienlieder Op. 52 
high, stqt 

BREITKOPF W (A: Associated) 
Rokoko Suite Op. 65 
high, vin, cello, pf 

BREITKOPF W (A: Associated) 
ZUCKERMAN, MARK: 

Twilight Songs (Boffrey) (7 min) 

S, fl 

BOMART 

ZUR, MENACHEM: 

The Affairs 

S, fl, cl, tpt, tuba, via, pf, perc 

SEESAW 


ACA 
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Anthologies of Vocal Compositions with 
Instrumental Accompaniment 


ALTBAYERISCHES LIEDERBUCH 

VC, pf 

ed. Huber SCHOTTS (A: E-A) 

ALTE LIEDSATZE [12 old songs from Peter 
Schoffer's LIEDERBUCH (1513)] 

T, 2 melody instr 

ed. Gerhard 
NAGELS (A: Magna; Associated) 

ALTE PASSIONS - UND OSTERLIEDER 
AUF FUNF jAHRHUNDERTEN 
VC, instr 

ed. Taubert RIES (A: Peters) 
ALTITALIENISCHE ARIEN (It) 

VC, gtr 

ed. Behrend 
SIKORSKI (A: Associated) 

ALTNIEDERLANDISCHE TRAUERMUSIK 

A, fl, ob, enghn, bcl, bsn, 2 tpt, 2 
tmb, harp, via, cello 

DEUTSCHER (A; Broude) 

AN ELIZABETHAN SONG BAG 

vcs, rec, gtr, Orff instr 

ed. Raebeck MARKS (A: Belwin) 

ANTHOLOGIES OF RENAISSANCE 
MUSIC 

var vcs and/or instr 

ed. Thomas LPME (A: Galaxy) 

BEL CANTO ALBUM Vol 1, 2 

S, Mez, A, Bar, vin, cello, pf (some 
duets) 

ed. Landshoff PETERS 

BERGERETTES (18th century folk) 

VC, gtr 

ed. Behrend 
SIKORSKI (A: Associated) 

BICINIA FROM GLAREANUS' 
DODECACHORDON 

2 vcs and/or 2 solo instr 

ed. Frei 

BARENREITER (A: Magna) 

CANCIONES ESPANOLAS DEL RENACI- 
MIENTO (1440-1600) (18) 

med, pf/gtr 

ed. Tarrago 
UME (A: Associated) 

CANCIONES POPULARES (Sp) 

med, gtr 

ed. Lorca 
UME (A: Associated) 


CANCIONES POPU LARES ESPANOLAS 
Vol 1, 2 (Sp) 

med, gtr 

ed. Tarrago UME 
(A: Associated) 

CANTI DELLA SICILIA 

vc, pf/mand 

ed. Frontini 
FORLIVESI (A; Belwin) 

CANTIO SACRA (solo cantatas with con- 
tinuo) 57 Vol 

var vcs, cont (some duets) 

ed. Ewerhart BIELER 

CANTOS ESPANOLES 

med, gtr 

ed. Ocou 
UME (A: Associated) 

CHRISTMAS (10) 

vc, 1 descant rec/2 descant rec, ad 
lib pf 

ed. Bergmann SCHOTT 
COME AND ADORE HIM (6) 

vc, descant rec, treb rec, T 

ed. Meech SCHOTT (A: E-A) 

CZECHOSLOVAK SUITE (6) 
med, gtr 

arr. Bresgen CHESTER (A: Magna) 
DAS MUSIKWERK SERIES 

Die Cantate (17th and 18th cen¬ 
turies) 

ed. Jakoby 

Das deutsche Sololied und die 
Ballade 

ed. Moser 

Das ausserdeutsche Sololied 

ed. Fellerer ARNO 

DER LAUTENMUSIKANT Vol 1-3 

vc, gtr 

ed. Gotze SCHOTTS (A: E-A) 

DER TAG, DER 1ST SO FREI UND 
ENREICH (Advent, Xmas) 
vc, treb instr 

ed. Hessenberg SCHOTTS (A: E-A) 

3 ARIEN AUS DEM 17. JAHRHUNDERT 

high, gtr 

SCHOTT (A: E-A) 

3 HOHELIEDMOTETTEN (sacred) (Ut) 

S/T, cont 


ed. Ewerhart BIELER 
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ENGLISH AYRES, ELIZABETHAN AND 
lACOBEAN 

2 vcs, lute 

ed. Warlock, Wilson OXFORD 
ENGLISH RENAISSANCE SONGS 
Bar/Mez, gtr 

ed. Benko BOOSEY 
FIFTEENTH CENTURY CHANSONS 
S, 3 rec 

SCHIRMER 

5 RUMANIAN SONGS 
Contr, gtr 

arr. Bresgen CHESTER (A; Magna) 
FOLK SONGS OF JAPAN 
VC, gtr, opt fl, perc 

ed. Berger OAK (A; Music Sales) 

FOLKLORE RUSSE (FrRuss) 
vc, rec 

ed. Strimer L'OISEAU 
4 FIFTEENTH CENTURY CHANSONS (Fr) 
opt S, 3 rec 

ed. Katz ASSOCIATED 
(A: Schirmer/Associated) 

4 ITALIAN VILLANELLAS (It) 

opt S, 4 rec 

ed. Katz ASSOCIATED 
(A; Schirmer/Associated) 

14 CHRISTMAS SONGS 

S, rec, other instr 

ed. Poser SCHAUER (A: Associated) 

5 ALTjAPANISCHE GEISHALIEDER 

VC, gtr 

ed. Behrend 
SIKORSKI (A; Associated) 

15 RUSSISCHE LIEDER UND ROMANZEN 
(GerRuss) 

VC, gtr 

ed. Malukoff ZIMMER (A; Peters) 
GESANGE ZUM KIRCHENJAHR 
1-2 vcs, 2 treb instr, cont 

HANSSLER (A: Peters) 

GITARRELIEDER FUR ALLE 

VC, gtr 

ed. Burkhart; Scheit 
DOBLINCER (A: Associated) 

HARMONIA CONCERTANS Part I, II, III 
(Early Music Series) 

vcs, instr 

ed. Geiringer PRESSER 


IN DULC! jUBILO (6 Old Christmas Songs) 

(Ger) 

med, fl/vin, gamba, via, cello, 
hpscd 

ed. Pillney 
BREITKOPF W (A: Associated) 

INTERNATIONAL VOLKSLIEDER Vol 1-4 

VC, gtr 

ed. Behrend 
SIKORSKI (A; Associated) 
LES MAITRES MUSICIENS DE LA 
RENAISSANCE FRANCAISE Vol 1-23 
(reprint of Leduc Edition) 

var vocal and instr combos 

UNIV MUSIC ED 

LIEDER UM OSTEN (8 Christmas 
Folksongs) (Ger) 

med, A rec/vin, vla/vin, cello/gtr 

ed. Schaller 
OSTER (A; Associated) 
LIEDER UM WEIHNACHT 
med, A rec/vIn, pf/gtr 

ed. Schaller 
OSTER (A: Associated) 

MOTETS A JOUER SUR LE PIPEAU (13th 
century) 

3 vcs, instr 

L'OISEAU 

MOTETS DU TROISIEME SIECLE 

3 vcs, instr 

L'OISEAU 

NEAPOLITAN SONGS (ItEng) 

VC, pf, opt vin, accord, gtr, ukelele, 
banjo 

OAK (A: Music Sales) 

PATHODIA SACRA ET PROFANA (12 It 
Airs, 7 Fr Airs, 20 Lat Psalms) 

VC, cont 

BARENREITER(A: Magna) 

PREMIER LIVRE DE CHANSONS A DEUX 
PARTIES 

(Vol 1, 2) (ed. 16th century; 

LeRoy; Ballard) 

med-highmed-high/2 instr/acap 

ed. Robson LPME (A: Galaxy) 
RENAISSANCE LIEDER 
T, vIn, via, cello 

ed. Gamble PENN STATE 

RUSSISCHE VOLKSLIEDER 

VC, accord 

DOBLINCER (A: Associated) 
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SECULAR SPANISH SONGS OF THE 17th 
CENTURY (Vo! 1, 2) (Sp) 
med, gtr 

ed. Pujol 
ESCHIG (A: Associat^) 

6 CANCIONES ANTIGUAS (16th century) 

med, gtr 

ed. Tarrago 
UME (A: Associated) 

7 SONGS BY ELIZABETHAN COM¬ 
POSERS 

VC, gtr 

ed. Dupre SCHOTT (A: E-A) 
17th CENTURY ENGLISH SONGS 
VC, gtr 

ed. Williams STAINER (A: Galaxy) 
SINGAROUND FOLKSONGS Bk 1, 2 
VC, gtr 

ed. Hyman; Rice GALAXY 

SINGENDES, KLINGENDES OSTERREICH 

VC, gtr 

ed. Hammerschmied 
DOBLINGER (A: Associated) 

SIX EARLY AMERICAN SPIRITUALS (from 
William Walker's Southern Harmony 1835) 
med, 3 rec 

ed. Cowell ASSOCIATED 
(A: Schirmer/Associated) 

6 TUDOR SONGS 

vc, gtr 

ed. Shipley SCHOTT (A: E-A) 

SOLDIER SONGS AND HOME FRONT 
BALLADS OF THE CIVIL WAR 

vc, pf/gtr 

ed. Silber OAK (A: Music Sales) 

SONGS FOR A CHOSEN GENERATION 
(sacred) 

1-2 vcs, pf/gtr 

LILLENAS 

SONGS FROM SHAKESPEARE'S PLAYS 
AND POPUUR SONGS OF 
SHAKESPEARE'S TIME 

vc, gtr 

ed. Kines OAK (A: Music Sales) 
SONGS FROM TRINIDAD 
1-2 vcs, gtr, dms, bvl 

ed. Connor OXFORD 
SONGS OF THE ISLES 
vc, pf, opt gtr 

ed. Roberton ROBERTON 
(A: Pressed 


SUMMER SONGS 
vc, rec, pf 

ed. Hoffman 
BREITKOPF L (A; Broude) 

TEN CLASSICAL SONGS WITH GUITAR 

vc, gtr 

arr. Gavall NOVELLO 

10 FOLKSONGS 

vc, gtr 

ed. Kingsley SCHOTT (A: E-A) 

TEN SACRED MORAVIAN SONGS 

S, stgs, org 

ed. David PETERS 

THE BALLAD BOOK OF JOHN JACOB 
NILES 

vc, pf/gtr 

ed. Mandyczewski SCHIRMER 
THE PARISIAN CHANSON (Vol 1-9) 

var vcs and/or instr 

ed. Thomas LPME (A: Galaxy) 

THE RENAISSANCE BAND 

Vol 4: 12 Chansons 
var vcs and/or instr 
Vol 5; 12 German songs of Regnard 
and de Vento 
var vcs and/or instr 
Vol 7:10 Madrigals and Villanelle by 
16th century Italian composers 
var vcs and/or instr 

ed. Thomas LPME (A: Galaxy) 

3 ENGLISH SONGS 

vc, gtr 

ed. Stingl; Sowiak 
SCHOTTS (A: E-A) 

3 SEVENTEENTH CENTURY AIRS 

vc, gtr 

ed. Runge SCHOTT (A: E-A) 

UKRAINISCHE VOLKSWEISEN 

vc, gtr 

ed. Stingl; Sowiak 
SCHOTTS (A: E-A) 

UNSERE WEIHNACHTSLIEDER (Christmas) 

vc, gtr 

ed. Gotze SCHOTTS (A: E-A) 

UNSERE SCHONSTEN 
WEIHNACHTSLIEDER 

med, gtr 

ed. Schwarz-Reiflingen 
ZIMMER (A: Peters) 



4 GEISTLICHE KONZERTE (Viadana, Cima, 
etc] 

high, cont 

ed. Grebe 
SIKORSKI (A; Associated] 

4 ITAUENISCHE CANZONETTEN (16th 
Century] 

VC, gtr 

ed. Behrend 
SIKORSKI (A: Associated] 

VOCAL WORKS WITH 6-STRlNGED OR 
7-STRINGED ACCOMPANIMENT (Russ) 

VC, gtr 

MEZ KNIGA 

VOLKSLIEDER AUS ALLER WELT 

Vol 1: England (EngGer] med, gtr; 
Vol 2; France (FrGer) med, gtr; 

Vol 3; Spain, Portugal (SpPortGer] 
med, gtr; 

Vol 4; Italy (ItGer) med, gtr; 

Vol 7: Balkans (FiungRumanian 
BulgarianYugoslavianGer] med, gtr; 
Vol 8; Russia (RussGer) med, gtr; 


Voice with Other Voices 


AGUILAR, F.: 

El Bonete del Cura 
SSA, opt pf 

UME (A; Associated] 

AITKEN, HUGH: 

Fables 

STTB, fl, 2 ob, bsn, stg qnt 

. ELK AN V (A; Presser) 

ALAIN, JEHAN: 

Messe Modale en Septuor 
SA, fl, 4 stgs (or fl, org] 

DOBLINGER (A: Associated] 
Priere pour nous autres charnels 
TB, org 

LEDUC (A; Presser] 

ALBERT, HEINRICH: 

Ausgewahlte Arien (Ger) 
var (1-2] vcs, cont 

CONCORDIA 

Kleines Konzert (from 
DUETTENKRANZ-Vol 111) 

SS, pf 

ed. Martienssen PETERS 
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Vol 9: Poland (PolCerLatvian) med, 
gtr; 

Vol 10: Germany (Ger) med, gtr; 

Vol 11: America (EngGer) med, gtr; 
Vol 12: Indonesia (Ger and orig 
language) med, gtr 

ed. Behrend 
BOTE (A: Associated) 
VOLKSLIEDER DES AUSLANDES 

Vol 1: Spanish (GerSp) med, gtr; 

Vol 2: Italian (Gerit) med, gtr; Vol 
3: Russian (Ger) med, gtr 

ed. Schwarz-Reiflingen 
LEUCKART (A: Associated) 
VOLKSLIEDER ZUR GITARRE 

Vol 1: Kinderlieder; Vo! 2: Wander- 
und Abschiedslieder med, gtr 

ed. Burkhart; Scheit 
DOBLINGER (A: Associated) 

WEST INDIAN SPIRITUALS AND FOLK 
tunes (Eng) 

VC, pf 

arr. Saunders, Evans 

BOOSEY 


Phyllis und Myrtillus (From 
DUETTENKRANZ—Vol IV) 

ST, pf 

ed. Martienssen PETERS 
12 Duets for Two Equal and Mixed 
Voices (med diff) 

2 vcs, cont 

ed. Noack 
BARENREITER (A: Magna] 
Vorjahrslied (from DUETTENKRANZ- 
Vol III) 

SS, pf 

ed. Martienssen PETERS 

ALCALAY, LUNA: 

Platitudes en occasion 
12 vcs, 2 perc, 5 stgs 

MODERN 

ALLITSEN, FRANCES: 

Break Diviner Light 
medmed, pf 

BOOSEY 

Lord is my Light (Psalm 27) 
highmed, pf 


BOOSEY 
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AMEZAGA, T. H. de: 

3 Madrigaux a Trois Voix 

3 vcs, 3 female vcs, 3 male vcs, 
acap 

DURAND (A; Presser) 

ANDERSON, BETH: 

An Argument (easy) 

ContrB, tuba 

ACA 

Torero Piece 

2 female vcs, acap 

ACA 


ANDERSON, T. J.: 

This House (SVj min.) 

TTTBB, 4 chromatic pitchpipes 

ACA 


AUBERT, LOUIS FRANCOIS^MARIE: 

Est-ce bien vous vraiment? 

(LA FORET BLEUE) 

ST, pf/instr 

DURAND (A: Presser) 

La Foret Bleue 
TS, pf 

DURAND (A: Presser) 

La lampe du ciel 
MezT, pf 

DURAND (A: Presser) 
Matin de Paques (sacred Easter) 
SMezBar, pf 

ENOCH (A: Associated) 
Nocturne (Verlaine) 

MezT, pf; MezBar, pf 

DURAND (A: Presser) 


ANDRIESSEN, HENDRIK: 

Tractus qui Habitat 
ST, org 

ROSSUM (A; Peters) 

ANDRIESSEN, JURIAAN: 

Kerstlied 

2 female vcs, pf/org 

DONEMUS (A: Peters) 

To Wet a Widow's Eye 
AT, cl, perc, gamba 

DONEMUS (A: Peters) 

APONTE-LEDEE, RAFAEL 

La Ventana Abierta 

AAA, fl, cl, tpt, pf, perc, vln, cello, 
bvl 

SEESAW 

ARAMAZ, A.: 

La Maja Limonera (1765) 

ST, pf 

ed. Subira'UME (A; Associated) 

ARCADELT, JACQUES: 

8 Madrigals 
ATTB/4 instr 

ed. Thomas LPME (A; Galaxy) 

ARRIEU, ClAUDE: 

Cantate des sept Poemes d'Amour 
en Guerre 

SBar, 2 fl, 2 ob, 2 cl, 2 bsn, 2 hn, 

2 tpt, tamb, stgs 

AMPHION (A: E-A) 

ASTON, PETER: 

My Dancing Day (cantata) 

St, fl, cl, 2 vln, via, cello 

NOVELLO (A: Belwin) 

d'ASTORGA, EMANUELE: (1680-ca 1750) 

Vo cercando fra le Ombre (from 
DUETTENKRANZ-Vol 111) 

SS, pf 


BACH, C.P.E: (1714-1788) 

Phyllis and Thirsis 
ST, 2 fl, cont 

BREITKOPF L (A: Broude) 

BACH, J. CHRISTIAN: (1735-1782) 

6 Italienische Duette (Set 1, 2) Op. 4 
SS, pf 

BREITKOPF W (A: Associated) 
BACH, JOHANN CHRISTOPH: (1642-1703) 
Siehe, wie fein und lieblich ist es 
(cantata, sacred) 

TTB, stgs, org 

BREITKOPF L(A: Broude) 

BACH, JOHANN NICOLAUS: (1669-1753) 

Der Jenaische Wein-und Bierrufer 
TTB, stgs, cem 

BREITKOPF L (A: Broude) 

BACH, JOHANN SEBASTIAN: 

Ach, Gott, wie manches Herzelied 
(Cantata 58) 

SB, cem, stgs, ob d'amore 

BREITKOPF W (A: Associated) 
Before Thy Cradle 
highlow, pf 

arr. Gordon 
SKIDMORE (A: Shapiro) 
Der Herr denket an uns (EngGer) 
(Cantata 196) 

TBar, pf/org 

PETERS 

Duets for Soprano and Alto with 
Obbligato Instruments Vol I (3); Vol II 
(4); Vol 111 (4) 

SA, obblig instr, pf/org 

ed. Mandyczewski 
BREITKOPF L (A: Broude) 
BREITKOPF W (A: Associated) 


ed. Martienssen PETERS 
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Duet from Cantata 49 
SB, ob, org, stgs 

BREITKOPF W (A: Associated) 
Durchlaucht'ster Leopold 
SB, 2 fl, bsn, stgs, cem 

BREITKOPF L (A; Broude) 
Mer Hahn en neue Oberkeet 
(Cantata 212) 

SB, fl, hn, stgs, cem 

PETERS; 

BREITKOPF W (A; Associated) 
Quodlibet (Der Backtrog) 

SAT, cello, cont 

BREITKOPF L (A: Broude) 
Schweigt stille, plaudert nicht (Cantata 
211) (Coffee Cantata) 

STB, fl, stgs, cont 

KALMUS (A: Belwin) 
Schweigt stille, plaudert nicht (Cantata 
211) (Coffee Cantata) 

STB, fl, stgs, cem 

BREITKOPF L (A; Broude) 
Schweigt stille, plaudert nicht (Cantata 
211) (Coffee Cantata) 

STB, fl, cem, stgs 

BREITKOPF W (A: Associated) 
Tritt auf die Glaubensbahn (Xmas) 
(GerEng) (Cantata 152) 

SB, fl, ob, stgs, cem 

BREITKOPF L(A: Broude) 
Tritt auf die Glaubensbahn (Xmas) 
(GerEng) (Cantata 152) 

SB, rec, ob, cem, stgs 

BREITKOPF W (A: Associated) 
Twelve Sacred Duets from Cantatas 
Vol 1, 2, 3, 4 
SA, instr, kybd 

PETERS 

Two Christmas Chorales 
highlow, pf 

arr. Davies OXFORD 
Vergnugte Pleissen-stadt (GerEng) 
(Cantata 216) 

SA, 2 fl, ob, via, cem 

LIENAU (A: Peters) 
Vergnugte Pleissen-stadt (GerEng) 
(Cantata 216) 

SA, 2 fl, ob, pf, stgs 

ed. Schumann 
BREITKOPF W (A: Associated) 
Virga Jesse floruit (Magnificat) (diff) 

SB, cont 

BARENREITER (A: Magna) 
Wir eilen mit schwachen 
SA, pf 

ed. Ochs 
BREITKOPF L (A: Broude) 


With Loudest Rejoicing 
SA, cont 

CONCORDIA 

BADINGS, HENK: 

5 Songs from Morgenstern (Ger) 

SATB, pf 

DONEMUS (A: Peters) 
BANTOCK, GRANVILLE: 

The China Mandarin 
SS, pf 

CURWEN (A; Schirmer) 

BARBER, SAMUEL: 

A Hand of Bridge (Menotti) 

4 solo vcs, chamb orch 

SCHIRMER 

BARTLET, JOHN: (ca. 1606-?) 

A Book of Ayres 

medmed-high (1-2) vcs, pf/lute 
ed. Fellowes STAINER (A; Galaxy) 
BASSFORD, WILLIAM KIPP: 

My Faith Looks Up to Thee 
SA, pf 

WATERLOO (A: Associated) 
BEEKHUIS, HANNA: 

Dormeuse 

3 female vcs, fl, cello, harp 

DONEMUS (A; Peters) 

Nocturne 
SABar, pf 

DONEMUS (A: Peters) 

BEESON, JACK: 

Everyman's Handyman (Rounds and 
Canons) 

1-4 male vcs, pf 

BOOSEY 

Piazza Piece 
TS, pf 

OFC 

The Model Housekeeper (Rounds and 
Canons) 

1-4 female vcs, pf 

BOOSEY 

BEETHOVEN, LUDWIG VAN: 

Complete Works (Reprint of Breitkopf 
Edition) 

var. vcs and instr combos 

UNIV MUS ED 
Elegischer Gesang Op. 118 
SATB, stqt 

KALMUS (A: Belwin) 
4 Ariettas and 1 Duet Op. 82 
S/T and ST, pf 

PETERS 

Irish Duets from Op. 223, 224, 225 
highlow, vin, cello, pf 

KALMUS(A: Belwin) 
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BEETHOVEN, LUDWIG VAN: (cont'd.) 

Nei giorni tuoi felici (Metastasio) 

ST, pf/2 fl, 2 ob, bsn, 2 hn, stgs 

PETERS 

Scene from VESTAS FEUER 

STTB, 2 fl, 2 ob, 2 cl, 2 bsn, 2 hn, 
stgs 

PETERS; 

BARENREITER (A: Magna) 
Schottische Lieder (12) (solos, duets, 
trios) Op. 227 

var solo vcs; TB (2); STB (3); SAB 
(1); pf, vln, cello 

ed. Friedlander PETERS 
Tremate, empi, tremate Op. 116 
STB, pf 

KALMUS (A: Belwin) 
Tremate, empi, tremate Op. 116 
STB, 2 fl, 2 cl, 2 bsn, 2 hn, 2 tpt, 
timp stgs 

BREITKOPF L (A: Broude); 

BREITKOPF W (A: Associated) 
Trios Op. 118 (some duets) 
var (1-3) vcs, vln, cello, pf 

KALMUS (A: Belwin) 
Welsh Duets from Op. 226 
highlow, vln, cello, pf 

KALMUS (A: Belwin) 

BENDER, JAN: 

Do Not Be Amazed (sacred) 

SA/TB, pf 

CONCORDIA 

Fear not, for Behold I Bring Good 
Tidings of Great Joy (diff) 
highmed, pf 

CONCORDIA 

Go into all the World 
SA/TB, pf 

CONCORDIA 

God so Loved the World 
SS, pf 

CONCORDIA 

Hosanna to the Son of David 
SA/TB, pf 

CONCORDIA 

I Am the Good Shepherd 
SA/TB, pf 

CONCORDIA 

If You Ask Anything of the Father 
SA/TB, pf 

CONCORDIA 

It Is Not Fair 
SA, pf 

CONCORDIA 


Jesus, Son of David, Have Mercy on 
Me 

SA/TB, pf 

CONCORDIA 
Sir, Come Down before my Child Dies 
SA/TB, pf 

CONCORDIA 

Son, Why Have You Treated Us So? 

SA, pf 

CONCORDIA 

BENGUEREL, XAVIER: 

Ballade von der singenden Frau in der 
Nacht (diff) 

SSA, 4 vln, via, cello, bvl 

BARENREITER (A: Magna) 

BEN-HAIM, PAUL 

Myrtle Blossoms from Eden (cycle) (4 
solos, 1 duet) (15 min) 

S/Mez/Bar, pf 

ISRAELI (A: Broude) 
BENNETT, RICHARD RODNEY: 

The Approaches of Sleep 

SATB, 4 wwinds, 2 brass, 3 stgs, 
harp 

BELWIN 

The House of Sleep 
6 male vcs, pf 

UNIVERSAL (A: E-A) 
What Sweeter Music 
SATB, acap 

BELWIN 

BENOY, A.W.: 

2 Rounds for Voices (easy) 

2 treb vcs, pf 

OXFORD 

BERIO, LUCIANO: 

Agnus 
SS, 3 cl 

UNIVERSAL (A: Schirmer) 

El Mar la Mar 

SMez, fl, 2 cl, accord, harp, cello, 
bvl 

UNIVERSAL (A: Schirmer) 

Sequenza 

3 female vcs 

UNIVERSAL (A: Schirmer) 
BERKELEY, LENNOX: 

Stabat Mater (Lat) 

SSATBarB, chamb grp 

CHESTER (A: Magna) 

BERLIOZ, HECTOR: 

Complete Songs of Berlioz Vol 1-10 
var (1-2) vcs, pf (SBar; TB; 
SMez;SContr; highhigh; 2 eq vcs) 

KALMUS (A: Belwin) 
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Hector Berlioz Works Vol 1-20 
var instr and vocal combos 

ed. Malherbe; Weingartner 
UNIV MUS ED 
Songs for 2 or 3 vcs Op. 2, 13 
var (1-3) vcs, pf 

KALMUS (A: Belwin) 
BERNHARD, CHRISTOPH: (1627-1692) 

Jauchzet dem Herrn alle Welt 

SS, 2 vin, cont 

BARENREITER (A: Magna) 
Jerusalem, Thou that Killest the Pro¬ 
phets 

SAB, 2 vIn, cont 

CONCORDIA 

BESEY, MAURICE: 

Second Minuet 
medmed, pf 

BOOSEY 

BEURLE, JURGEN: 

Sinus 

SBar, vin, via, perc 

MOECK (A; Belwin) 
BEYER, FRANK MICHAEL: 

Biblische Szenen 

medmed, fl, ob, vin, via 

SIRIUS (A; Peters) 

BEYER, JOHANN SAMUEL: (1699-1744) 

Heilig ist Gott 

ST, 2 S rec, cont 

HANSSLER (A; Peters) 

BIALOSKY, MARTIAL: 

2 Voices in a Meadow 
medmed, via 

SEESAW 

BIJVANCK, HENK: 

Duet (Feuchtersleben) 

ST, pf 

DON EMUS (A: Peters) 

Duet (Holty) 

ST, pf 

DON EMUS (A: Peters) 

4 Duetten (Cer) 

ST, pf 

DONEMUS (A: Peters) 

4 Duetten (Cer) 

SBar, pf 

DONEMUS (A: Peters) 

BIRCH, ROBERT FAIRFAX: 

Voices 

MezBar, pf 

PRESSER 


BLOW, JOHN: (164ft.1708) 

Ah, Heaven, What IsY I Hear? 

SS, pf 

SCHOTTS (A:E-A) 

Elegy upon the Death of Queen Mary 
(LatEng) 

SS, kybd 

SCHOTT (A: E-A) 

If My Celia Could Persuade (EngCer) 

SS, pf 

ed. Tippett-Bergmann SCHOTTS 
(A; E-A) 

Ode on the Death of Mr. Henry 
Purcell (24 min) 

2 counter T/2 Contr, 2 rec, hpscd 

ASSOCIATED 
(A; Schirmer/Associated) 
3 Songs from AMPHION ANGLICUS 
all (1-2) vcs (1 duet), pf 

ed. Lewis L'OISEAU 

BLOWER, MAURICE: 

Mamble 
SS, pf 

CURWEN (A: Schirmer) 

My Early Home 
SSA, pf 

CURWEN (A: Schirmer) 

BLUMENFELD, H.: 

Vies Anterieures 

ATB, gtr, pf, 5 perc, 2 via, 2 cello, 
bvl, tape 

SEESAW 


DA BOLOGNA, JACOPO: 


Diligete justiciam 


all (3) vcs, pf 

L'OISEAU 

Lux Purpurata Radiis 


all (3) vcs, pf 

L'OISEAU 

Non al suo Amante 


all (2) vcs, pf 

L'OISEAU 

BONONCINI, GIOVANNI: 



Sol per te s'amai le pene (from ALTE 
MEISTER DES BEL CANTO-Vol I) 

SS, pf 

ed. Landshoff PETERS 
BORNEFELD, HELMUT: 

Wie schbn leuchtet der Morgenstern 
SS, fl, org, vin, via, cont 

HANSSLER (A: Peters) 

BOSMANS, HENRIETTE: 

Copla 

highmed, pf 


DONEMUS (A: Peters) 
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BOUMAN, PAUL 

Create in Me a Clean Heart, o God 
SS/SA, pf 


CONCORDIA 


BOWLES, PAUL 
Picnic Cantata 

4 female vcs, 2 pf, perc 

LIBE C 


BRAHE, MAY: 

Bless this House 

med-highmed-low, pf 

None-so-Pretty 

SBar/SB 


BOOSEY 

ASHDOWN 


BRAHMS, JOHANNES: 

Complete Works (reprint of Breitkopf 
Edition) 

var instr and vocal combos 

ed. Gal; Mandyczewski 
UNIV MUS ED 

Deutsche Volkslieder Vol 1,2 (Ger) 
highlow, pf 

ed. Zilcher 
SCHAUER (A: Associated) 
Duets Vol I, II (Ger) 

Vol I: SA, pf Vol II: ABar, pf 

PETERS 

4 Duets Op. 61 
SA, pf 

SCHAUER (A: Associated) 
Liebeslieder Walzer and Neue 
Liebeslieder Walzer Op. 52, 65 
SATB, pf (2 or 4 hands) 

ed. Friedlander PETERS 
Liebeslieder-Walzer Op. 52 
SATB, pf, 4 hands 

BREITKOPF L (A: Broude) 
Neue Liebeslieder-Walzer Op. 65 
SATB, pf, 4 hands 

BREITKOPF L (A: Broude) 
Quartets Op. 31, 64, 92, 112 Vol 1 
SATB, pf 

PETERS 

6 Quartets Op. 112 
SATB, pf 

KALMUS (A: Belwin) 
Songs for 2 voices and piano Op. 20, 

28, 61, 75 

var (1-2) vcs, pf 

KALMUS (A: Belwin) 

3 Duets Op. 20 
SA, pf 

SCHAUER (A: Associated); 

AUGENER(A: Galaxy) 


3 Quartets Op. 64 
SATB, pf 

ed. Soldan PETERS 

3 Quartets Op. 31 
SATB, pf 

ed. Soldan PETERS 

3 Quartets Op. 92 
SATB, pf 

ed. Soldan PETERS 

2 Quartets Op. 112 
SATB, pf 

ed. Soldan PETERS 

Zigeunerlieder (11) Op. 103 
SATB, pf 

BREITKOPF L (A: Broude) 

Zigeunerlieder (15) Vol 3 Op. 103,112 
SATB, pf 

PETERS 


BRANT, HENRY: 

Dialogue in the jungle 
ST, winds, perc 

MCA (A: Belwin) 

Encephalograms 

SS, pic, ob, cl harp, perc, pf, org 

MCA (A: Belwin) 

Millennium 

SS, brass, perc 

MCA (A: Belwin) 

BRITTEN, BENJAMIN: 

Canticle II (Abraham and Isaac) 

ContrT, pf 

BOOSEY 

Canticle IV Op. 86 (journey of the 
Magi) (Eliot) (11 min) 

TCounterTBar, pf 

FABER (A: Schirmer) 
Sacred and Profane 
5 vcs, acap 

SCHIRMER 

Sweet was the Song (Ballett) 

(originally chorus) 

SSAA, acap 

FABER (A: Schirmer) 
The Oxen (Xmas) (Hardy) 

SA, pf 

BARENREITER (A: Magna) 
2 Ballads for 2 Sopranos 
(Slater; Auden) 

SS, pf 

BOOSEY 

BRUHNS, NICHOLAUS: (1665-1697) 

Erstanden ist der heilige Christ 
TT/SS, org, 2 vin, cello 

ed. Stein PETERS 
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Hemmt eure Tranenflut (sacred) 

SATB, bsn, org, 2 v!n, 2 via, cello 

ed. Stein PETERS 
Muss nicht der Mensch auf dieser 
Erden (sacred) 

SATB, bsn, 2 tpt, org, 2 vin, 2 via, 
cello 

ed. Stein PETERS 
Paratum cor meum (sacred) (Lat) 
TTB/SSB, org, vln, 2 via, cello 

ed. Stein PETERS 
Wohl dem, der Herren furchtet (sacred) 
SSB, org bsn, 2 vln, 2 via, cello 

ed. Stein PETERS 

BRUNNER, ADOLF: 

Gesprach Jesu mit Nikodemus (diff) 

TB, ob, stgs, org 

BARENREITER (A: Magna) 

BUSSER, HENR!-PAUL: 

Adieu Clytie 

SMezContr, pf 

DURAND (A; Presser) 
Au Bois de Bettant (Vicaire) 

SMezA, pf 

DURAND (A; Presser) 
J'ai mis mon coeur a la fenetre 
SMezA, pf 

DURAND (A: Presser) 
Joli Baton (Vicaire) 

SMezA, pf 

DURAND (A. Presser) 
La Belle a vu son doux ami (Vicaire) 
SMezA, pf 

DURAND (A: Presser) 
La Fille de Pandion (Chenier) 

SMezA, pf 

DURAND (A; Presser) 
L'oiseau c'est tu (Vicaire) 

SMezA, pf 

DURAND (A; Presser) 
Partons joli coeur (Vicaire) 

SMezA, pf 

DURAND (A: Presser) 
Robin des Bois (Vicaire) 

SMezA, pf 

DURAND (A: Presser) 
3 Quatours Vocaux 
SATB, acap 

DURAND (A: Presser) 
Viens Fanny (Chenier) 

SMezA, pf 

DURAND (A: Presser) 
BUSSOTTI, SYLVANO: 

Siciliano (Carapezza) 

12 male vcs, acap 


BUXTEHUDE, DIETRICH: 

Aperite mihi portas justitiae (Psalm 118) 
ATB/TTB, 2 vln, pf/org 

PETERS 

Canite Jesu Nostro 

SSBar, 2 vln, cello, cont 

BARENREITER (A: Magna) 
Cantate Domino 
SSB, cont 

ed. Crusnick CHESTER (A: Magna) 
Cantate Domino Canticum Novum 
(EngLat) 

SSB, org 

CONCORDIA 

Ich halte es dafur 
SB, 3 stgs, cont 

HANSEN (A; Magna); 
HANSSLER (A; Peters) 
In dulci Jubilo (Xmas) (LatCer) 

SSB, 2 vln, cont 

HANSEN (A: Magna) 
In Te Domine speravi (cantata) (Lat) 
SAB, cont 

HANSEN (A; Magna) 
Kommst du, Licht der Heiden? 

(cantata) 

SSB, stgs, cont 

HANSEN (A: Magna) 
Lauda Sion Sal valorem (cantata) 

SSB, stgs, cont 

HANSEN (A: Magna) 
Mit Fried und Freud ich fahr dahin 
(med diff) 

S/AB, stgs 

ed. Fedtke 
BARENREITER (A: Magna) 
Nun freut euch, ihr Frommen, mit 
mir (med diff) 

SS, 2 vln, cont 

ed. Fedtke HANSEN (A: Magna) 
O How Blessed 

TB/AB, cello, vln, cont 

HANSSLER (A; Peters) 

Salve jesu, Patris 

SS, 2 vln, cello/bvl, org 

HANSSLER (A; Peters) 
Sicut Modo Genite Infantes 
(cantata #5) (med diff) 

ATB, 2 vln, cello, cont 

ed. Crusnick 
BARENREITER (A: Magna) 
3 Lovely Things There Be 
SB, 2 vln, cont 

CONCORDIA 


BRUZZI 
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BUXTEHUDE, DIETRICH: Ccont'd) 

Vulnerasti cor meum (cantata #6) (med 
diff) (Easter) 

SSB, 2 vin, 2 via, cello, cont 

ed. Grusnick 
BARENREITER (A; Magna) 
Volume III of Complete Works 
var (1-2) vcs, instr 

PETERS 

Wake, Awake, for Night is Flying 
(cantata) (EngGer) 

SSB, stgs, cont 

CONCORDIA 

Wie sol! ich Dich empfangen 
SSB, 2 vln, bsn, cont 

GERIG (A: Belwin) 
BYRD, WILLIAM: (1543-1623) 

Collected Works of William Byrd 
var vcs, pf 

STAINER (A: Galaxy) 
Psalms, Songs and Sonnets (32) 

Vol 12, 14 

var (1-6) vcs, pf 

ed. Fellowes STAINER (A: Galaxy) 
Songs (sacred and secular) Vol 15 
var (1 -3) vcs, 4 stgs/stg orch 
ed. Fellowes STAINER (A; Galaxy) 
Songs of Sundrie Natures (47) Vol 13 
var (1 -6) vcs, 4 stgs/stg orch 
ed. Fellowes STAINER (A: Galaxy) 

CAGE, JOHN: 

She is Asleep II 

any 4 vcs, 12 dms 

PETERS 

CALDARA, ANTONIO: (1670-1736) 

18 Canons and 1 Madrigal for 3 to 5 
Voices 

var (3-5) vcs, pf 

ed. Mandyczewski NYP LI BE 

CANTELOUBE, JOSEPH: 

A Bethlehem, quand I'enfand Dieu 
(Xmas) 

SAT, pf 

DURAND (A: Presser) 
CAPRICORNUS, SAMUEL: (1628-1665) 

Der gerechten Seelen sind in Gottes 
Hand (med diff) 

SATB, 2 vln, cello, cont 

BARENREITER (A; Magna) 
Mein Gott und Herr 
SSB, 2 vln, cont 

BARENREITER (A: Magna) 


CARISSIMI, GIACOMO: (16051-1674) 
Cantatas for 1-3 voices and continue 
(1 trio, 1 duet) 

var (1-3) vcs, cont 

ed. Bianchi NYP LIBE 
Chamber Duets (It) 

SS/TT, pf 

ed. Landshoff PETERS 
Jubilemus omnes et cantemus (LatCer) 
SSB, cont 

BARENREITER (A:Magna) 
Rimanti in Pace (from LA FLORA— 

VOL III) 

SS, pf 

ed. Jeppesen HANSEN (A: Magna) 
Scorretemi per pieta (from 
LA FLORA- VOL III) 
highmed, pf 

ed. Jeppesen HANSEN (A: Magna) 
6 Chamber Duets 
SS/TT, pf 

ed. Landshoff PETERS 
Summi regis puerpera (motet) 

SS, pf 

OXFORD 

CARTER, JOHN: 

3 Canzonets on Love (octavo) 

SA, pf 

FRANK (A: Blockwood) 

CAVALLI, PIETRO FRANCESCO: 

(1602-1676) 

Drei Hymnen 

#1: SS, stgs, cont; TT, stgs,cont 
#2: TTB, stgs, cont 
#3: TTB, stgs, cont 

BARENREITER (A: Magna) 

Laetatus sum 
ATB, stgs, cont 

FABER (A: Schirmer) 
Mio diletto (from LA FLORA— Vol III) 

ST, pf 

ed. Jeppesen HANSEN (A: Magna) 
O mio core (from LA FLORA— Vol 111) 
ST, pf 

ed. Jeppesen HANSEN (A: Magna) 
Prison Scene (from L'ORMINDO) 

(ItEng) 

ST, pf 

FABER (A: Schirmer) 
CESTI, MARC ANTONIO: (1620-1669) 

Se Perfido Amore 
ST, stgs, cont 

BARENREITER (A; Magna) 
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CHABRIER, EMMANUEL: 

Espana 

MezA/BarB, pf 

ENOCH (A:Associated) 

CHADWICK, GEORGE W.: 

Come unto Me (Bartley) 

ST, pf 

SCHIRMER 

CHAMINADE, CECILE: 

A travers bois 
ST/SBar, pf 

ENOCH (A: Associated) 

Barcarolle 
MezBar, pf 

ENOCH (A; Associated) 

Duo d'Etoiles 
SMez, pf 

ENOCH (A: Associated) 

joie d'aimer 
MezBar, pf 

ENOCH (A: Associated) 

L'Angelus 
MezBar, pf 

ENOCH (A: Associated) 

Le Pecheur et I'ondine 
ST/SBar, pf 

ENOCH (A: Associated) 

Les Fiances 
MezBar, pf 

ENOCH (A: Associated 

Marthe et Marie 
SMez/SA, pf 

ENOCH (A: Associated) 

Nocturne Pyreneen 
AB, pf 

ENOCH (A: Associated) 

CHANLER, THEODORE: 

Portrait of a Matriarch 
2 treb vcs, pf, obblig fl 

AMC 

CHARPENTIER, MARC ANTOINE: 

(1634?-1704) 

Jesu Corona Virginum (sacred) 

SMez, fl, cont 

BROEKMANS (A; Peters) 

Trio des femmes mores 
SSA, pf/instr 

DURAND (A; Presser) 

CHAVEZ, CARLOS 

3 Nocturnes (Shelley, Keats, Byron) 
SATB, pf 

SCHIRMER 


CHERUBINI, LUIGI: (1760-1842) 

Ave Maria 

high (opt 2nd melody vc),vln/cello, 
pf 

PETERS 

4 Duets for Two Sopranos (ItGer) 

SS, harp/pf 

PETERS 

La mia Fille (from DUETTENKRANZ 
Vol 11!) 

SS, pf 

ed. Martienssen PETERS 

CIFRA, ANTONIO: 

Del mio Sol (from LA FLORA—Vol III) 
medmed, pf 

ed. jeppesen HANSEN (A; Magna) 
CIMAROSA, DOMENICO: (1749-1801) 

Ove fuggo (I TRACI AMANTI) 
highlow, 2 ob, 2 hn 

CARISCH (A: Boosey) 

CURKE, HENRY LELAND: 

Mercy, Pity, Peace and Love 
SA, fl, ob, perc 

ACA 

The Quality of Mercy 
SA, fl, ob, perc 

ACA 

COHEN, EDWARD: 

Serenade for a Summer Evening 
2S, A, 2T, B, 2 fl, cl, vin, via 

BOMART 

3 Songs 

SMez, via, cello 

BOMART 

COLERIDGE-TAYLOR, SAMUEL 

Fall on Me like a Silent Dew 
med-highmed-low, pf 

ROBERTON (A; Presser) 
Oh, the Summer 
med-highmed-low 

ROBERTON (A: Presser) 

COLONNA, GIOVANNI: (ca. 1637-1695) 
Parto, o Bella (from LA FLORA 
-Vol III) 

TS/Mez 

ed. Jeppesen HANSEN (A: Magna) 
COPLEY, IAN A.: 

In Babylon Town (easy) 

2 med vcs, fl, opt snare dm 

arr. Hinshaw HINSHAW 

COQUARD, ARTHUR: 

4 Duets Op. 96 (pub sep) 

SA, pf 


DURAND (A: Presser) 
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CORKINE, WILLIAM: 

Second Book of Ayres (2 duets) 
med-high (1-2) vcs, pf 
ed. Fellowes STAINER (A: Galaxy) 


CORNELIUS, PETER: 

Eleven Selected Duets 
SS (3); Bar (4); SB (4), pf 

ed. Friedlander PETERS 


COUPERIN, FRANCOIS: (1668-1733) 

Air a Boire: Epitaphe d'un Paresseux 
SBar/, kybd 



L'OISEAU 

Air Serieux (Musette) 


MezMez, kybd 

L'OISEAU 

Air Serieux (Musette) 


SBar, stgs, cont 

L'OISEAU 

Be joyful in the Lord 


SA, pf 

CONCORDIA 

Canon a Trois 


var (3) vcs, acap 

L'OISEAU 

Christ is Arisen 


SS/TT, pf 

CONCORDIA 


Christ the Lord is Risen Again 
SAI pf 

CONCORDIA 

In Thee, 0 Lord, is Fullness of Joy 
SA, pf 

CONCORDIA 

Lecons de Tenebres (3) (#3 is duet) 
high (1, 2) vcs, cont 

HEUCEL (A: Presser) 

Lemons de Tenebres (3) (#3 is duet) 
high (1, 2) vcs, org 

UOISEAU 

O Clap Your Hands 
SA, pf 

O Clap Your Hands 
SABar, pf 

4 Versets d'un Motet 
SS, org 


CONCORDIA 

CONCORDIA 

L'OISEAU 


7 Versets d'un Motet 

var (2) vcs, fls, vlns, hpscd 

L'OISEAU 

Sing Unto the Lord a New Song 
SA, pf 

CONCORDIA 


Troisieme Legon (Lemons de Tenebre) 


SS, pf 


BIELER 


3 Vestales Champetres et Trois 
Poligons 
SS, bvl 


L'OISEAU 


CRANE, JOELLE WALIACH: 

5-Fold Amen 
high low, acap 


ACA 


CREQUILLON, THOMAS: 

12 Chansons 

var (3) vcs or instr 

ed. Thomas 
PRO MUSICA (A: Broude) 

CROSSE, GORDON: 

May Song (Herrick) (med diff) 

SS/AT/BB, acap 

OXFORD 


CRUGER, JOHANN: (1598-1662) 

Nun jauchzet all, ihr Frommen (sacred) 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 

Nun lasst uns gehn und treten (sacred) 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 

O jesu Christ, dein Kripplein ist 

(sacred) 

SA, 2 S rec, cont 

HANSSLER (A: Peters) 

Tauet, Himmel, den Cerechten (sacred) 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 

CZONKA, PAUL: 

Cantana de Semana Santa 
SContr, stqt/stg orch 

SOUTHERN PEER 

DAGLAND, ABBE j: 

Come Ye, See the Saviour (med diff) 
med low, pf/org 

SCHIRMER EC 

Sing Alleluia Forth (med diff) 
med low, pf/org 

SCHIRMER EC 

DANYEL, JOHN: (ca. 1565-1630) 

Songs for the Lute, Viol and Voice 
var (1-2) vcs, viol (#20: 2 eq vcs, pf) 
ed. Fellowes STAINER (A; Galaxy) 

DARGOMIJSKY, 

ALEXANDER SERGEYEVITCH: 

15 Duets 

high low, pf 


MEZ KNIGA 
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Lovely Maidens 

SS, pf 

MEZ KNICA 

The Charm of Days Cone By 

SS, pf 

MEZ KNICA 

3 Trios 

3 vcs, pf 

MEZ KNICA 

12 Trios 

3 vcs, pf 

MEZ KNICA 

2 Quartets 

4 vcs, pf 

MEZ KNICA 

DEBUSSY, CLAUDE: 



Noel des Enfants qui n'ont plus 
de maison 
SS, pf 

DURAND (A; Presser) 

DESSAU, PAUL: 

9 Lieder (Vol 1) 
high SBar, pf 

DEUTSCHER (A; Broude) 
9 Lieder (Vol 2) 

SB, pf 

DEUTSCHER (A: Broude) 
9 Lieder (Vol 3) 

AT, pf 

DEUTSCHER (A; Broude) 

DICKINSON, CUVRENCE: 

O Nightingales Awake 
med-highmed-low, pf 

CRAY (A; Belwin) 

DICKSON, STANLEY: 

Thanks be to Cod (Hamblen) 
highmed, pf 

BOOSEY 

DIEMENTE, EDWARD: 

Hosanna 111 (no words) 
any 6 vcs or 6 instr 

SEESAW 

DIEMER, EMMA LOU: 

3 Mystic Songs (Hindu Poetry) 

(15 min) (med diff) 

SBar, pf 

SEESAW 

DIEPENBROCK, ALPHONS: 

Clair de Lune 
SS, pf 

DONEMUS (A: Peters) 
Ecoutez la Chanson bien douce 
SS, pf 


DONAUDY, STEFANO: 

36 Airs of Ancient Style 

var (1-2) vcs, pf (1 duet, SS) 

RICORDI (A; Schirmer) 

DOREL, F.: 

Carden of Your Heart 
medmed, pf 

BOOSEY 

DOUGHERTY, CELIUS: 

Sweet Spring is Your Time 
ST/SS, pf 

SCHIRMER 

DOUN, ELZA: 

Father in Heaven 
medmed, pf 

BOOSEY 

DOWLAND, JOHN: (1563-1626) 

Second Book of Songs 

med high (1-2) vcs, pf (1 duet) 

STAINER (A: Galaxy) 

DREW, JAMES: 

Aria 

SS, vibra 

PRESSER 

DU BOIS, THEODORE: 

Ecce Panis 
SBar, pf 

BELWIN 

Puer Natus est Nobis 
SA, org 

HEUCEL (A; Presser) 

DUFOURT, HUGUES: 

Dusk Light 

SATB, instr ensemble 

jOBERT (A: Presser) 

DUNHILL, THOMAS FREDERICK: 

How Soft Upon the Ev'ning Air (easy) 
med-highmed-low, pf 

CURWEN (A; Schirmer) 

DUNSTABLE, JOHN: 

Veni Sancte Spiritus (motet) 

SAT, org 

HINRICHSEN (A: Peters) 

DURANTE, FRANCESCO: (1684-1755) 

Fiero, Acerbo Destin (from LA 

FLORA- Vol Ml) 
medmed, pf 

ed. jeppesen HANSEN (A: Magna) 

Son io, Barbara Donna (from LA 

FLORA-Vol III) 
medmed, pf 

ed. Jeppesen HANSEN (A: Magna) 


DONEMUS (A: Peters) 
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DVORAK, ANTON: 

4 Duets Op. 20 
ST/SA, pf 

BARENREITER (A: Magna) 
4 Moravian Duets Op. 38 
(EngCzechGer) 

SA, pf 

SCHAUER (A: Associated) 
Echoes from Moravia (13) Vol 1, 2 
SA, pf 

SCHIRMER 

Kinderlied fur 2 Kinderstimmen 
(CzechGerEng) 

2 boy vcs/2 girl vcs, acap 

ART IA (A: Magna) 
Russische Lieder (CzechRuss) 

SA, pf 

BARENREITER (A: Magna) 

EDMUNDS, JOHN: 

3 Christmas Carols (med diff) 
highlow, pf 

WORLD 

EDWARDS, GEORGE: 

3 Hopkinson Songs 
SS, 2 pf 

ACA 

EDWARDS, ROSS: 

Kan-touk (sacred) 

female vc, harp, 2 pf, 2 perc,elec 
tape 

ALBERT (A: Belwin) 


EHRET, WALTER: 

Lord Jesus, the Infant Holy 
(Danish folk) (easy) 
med-highmed-Iow, pf 

arr. Ehret FRANK (A: Blockwood) 
On Bethlehem's Hill (Austrian folk) 
(easy) 

med-highmed-low, pf 

arr. Ehret FRANK (A; Blockwood) 
On this Eve in Cold December 
(French folk) (easy) 
med-highmed-low, pf 

arr. Ehret FRANK (A: Blockwood) 
O Lovely is He to Behold 
(Spanish folk) (easy) 
med-highmed-low, pf 


arr. Ehret FRANK (A: Blockwood) 


EISLER, HANS: 

Lieder und Kantaten (Vol 6) 
var (2) vcs, pf 

DEUTSCHER (A: Broude) 

Tagebuch 
SMezAT, pf 


ELGAR, EDWARD: 

The Snow 

highmed, obblig 2 vins, pf 

NOVELLO 

Two Partsongs for Female Voices 
2 vcs, 2 vin, pf 

NOVELLO 

EMBORG, JENS: 

3 Duette Op. 30 (GerEng) 

SBar, pf 

LEUCKART (A: Associated] 
ESTEVE, PABLO: (ca.1730-1794) 

Fortunita, fortunita (JUNTO AL POZO) 
ST, pf 

ed. Subira UME (A: Associated) 
Garrido enfermo y su testamento 
SSTTT, pf 

ed. Subira UME (A: Associated) 
FAURE, GABRIEL: 

Ave Maria Op. 93 

SS, vln, cello, harmonium, org 

HEUGEL (A: Presser) 
Cantique de Racine 
SA, pf 

HAMELLE (A; Presser) 

Lieder et Duos 
med-highmed, pf 

ENOCH (A: Associated) 
Madrigal (Silvestre) 

SATB, pf/orch 

HAMELLE (A: Presser) 

Pavane 

SATB, pf/orch 

HAMELLE (A: Presser) 

Pleures d'or 

A Bar, pf; ST, pf 

HAMELLE (A: Presser) 
Puisqu'ici-bas toute ame (Hugo) 
SS/ST/ABar, pf 

HAMELLE (A: Presser) 

Tarantelle 
SS/ST, pf 

HAMELLE (A: Presser) 

FELLEGARA, VITTORIO: 

Epitaph 

2 female vcs, 5 stgs 

ZERBONI (A: Boosey) 

FISKE, ROGER: 

In Bethlehem Town 
med-highmed-low, pf 

OXFORD 


UNIVERSAL (A: E-A) 
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FLANAGAN, WILLIAM: 

The Lady of Tearful Regret (dramatic 

narrative) (Albee) 

Cols Lyric Bar, 7 instr 

ACA 

FLEGIER, ANGE: 

Le Rendez-vous 
MezBar, pf 

ENOCH (A; Associated) 

FINKBEINER, REINHOLD: 

Epiphanie 
SA, 3 perc 

BREITKOPF W (A: Associated) 

FLOTHUIS, MARIUS: 

Een Amsterdamsch Lied Op. 40 

SBar, fl, cl, 2 vin, via, cello, bvl, pf 

DON EMUS (A: Peters) 

Odysseus und Nausikad (madrigal) 

Op. 60 (Homer) 

speaker, SATB, harp 

DON EMUS (A; Peters) 

FOSS, LUKAS: 

3 Airs for Frank O'Hara's Angel 
SCounterT, cello/vla, hpscd/pf 

SALABERT 

FRANCK, CESAR: 

Ave Verum 
SATB, pf 

DURAND (A; Presser) 

6 Duets for Equal Voices 
SA, pf 

ENOCH (A: Associated) 

Psalm 150 
SATB, pf 

DURAND (A; Presser) 

FRANCO, lOHAN: 

2 Children's Duets 
SA, acap 

ACA 

2 Duets 

BarBar/MezMez, fl 

ACA 

FRESCOBALDI, GIROLAMO: (1583-1643) 

Arie Musical! 

med (1-3) vcs, pf/hpscd 

ed. Spohr LI BE C 

Begli Occhi (from LA FLORA —Vol 3) 
medmed, pf 

ed. Jeppesen HANSEN (A: Magna) 

FUSSL, K.H.: 

Miorita 
TS, 5 instr 

UNIVERSAL (A: E-A) 


GABRIELI, GIOVANNI: (1557-1612) 

Exaudi Deus 
TTBBBB, instr 

HANSSLER (A: Peters) 

GAGLIANO, GIOVANNI BATTISTA DA: 
(ca. 1585-ca.1650) 

Early Music Series Vol 2 Part 1 
var (1-2) vca, instr 

ed. Gelringer PRESSER 
Se tu sei bella (from LA FLORA—VOL 
III) 

med low, pf 

ed. Jeppesen HANSEN (A;Magna) 
GAGLIANO, MARCO DA: 

Alma mia, dove t'en vai 
from LA FLORA—Vol 3) 
med low, pf 

ed. Jeppesen HANSEN (A; Magna) 
Fanciuletta ritrosetta (from LA 
FLORA-Vol 3) 
medmed, pf 

ed. Jeppesen HANSEN (A: Magna) 
In un Limpido Rio (from LA FLORA— 
Vol 3) 

med low, pf 

ed. Jeppesen HANSEN (A: Magna) 
O sia quest'aura, o sia (from 
ALTEMEISTER DES BEL CANTO 
-VOL 1) 

SA, pf 

ed. Landshoff PETERS 
Vergine Chiara (from 
LA FLORA-Vol 3) 

TB/highlow, pf 

ed. Jeppesen HANSEN (A; Magna) 

GALLAND, E,: 

Monsieur Printemps (Blanchemain) 

2 eq vcs, pf 

DURAND (A; Presser) 
GALVAN, VENTURA: (ca. 1770) 

Los Vagamundos y Ciegos Fingidos 
SST, pf 

ed. Subira UME (A; Associated) 
GARCIA, MANUEL: 

El majo y la maja 
ST, pf 

ed. Subira UME (A: Associated) 

GARCIA DE LA PARRA, BENITO: 

Cancionero Espanol 
var (1-4) vcs, pf 

NYP LIBE 

GARDNER, JOHN: 

4 Wanton Ballads (med diff) 

SSAATTBB, acap 


OXFORD 
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GARDNER, JOHN: (conf d.) 

The Entertainment of the Sense 

(Auden, Kallman) 

SSATBar, fl. cl, A sax, cello, bvl, pf 
OXFORD 

GARLICK, ANTHONY: 

12 Madrigals 

3 female vcs, pf 

WORLD 

GHEDINI, GIORGIO: 

4 Duetti Sacri 

highlow (2) female vcs, pf 

ZERBONl (A: Boosey) 

GIBBONS, ORLANDO: 

Madrigals and Motets 

(Set 1 The Silver Swan) 

SSATB 

SCHIRMER EC 

GIDEON, MIRIAM: 

Spiritual Madrigals 

2 or 3 male vcs, pf, vln, cello, bsn 

ACA 

The Condemned Playground 
ST, fl, bsn, stqt 

ACA 

GINSBURG, GERALD: 

anyone lived in a pretty how town 

(cummings) 

SATB, pf 

OFC 

Buffalo Bill (Sandburg) 

Bar, children's chorus (unison) 

OFC 

Recuerdo (Millay) 

SATB, pf 

OFC 

The Great Hunt (Sandburg) 

SATB, pf 

OFC 

The Strawberry Shrub (Millay) 

SMez/Bar, pf 

OFC 

GLANVILLE-HICKS, PEGGY: 

Thomsoniana (Thomson) (5 Parodies) 

TS, fl, hn, pf, stqt 

OFC 

GLETUE, JOHANN MELCHIOR: 

(1626-1683) 

Geistliche Gesange (med diff) 

ATB, cont 

ed. Schanziin 
BARENREITER (A: Magna) 


GLINKA, MIKHAIL 

Ausgewahlte Duette (Russ) 
highmed, pf 

SIKORSKl (A: Associated) 
Complete Works (18 Volumes) 
var vocal and instr combos 

UNIV MUSIC ED 
Romances for 2 Voices 
highmed, pf 

MEZ KNICA 

GLUCK, CHRISTOPH: 

Lasciami in pace (from 
DUETTENKRANZ VOL 6) 

SA, pf 

ed. Martienssen PETERS 

GORELLI, OLGA: 

2 Songs for Soprano and Bass 
(Morgen) SB, 5 stgs 

OFC 

GOUNOD, CHARLES: 

Gentle Holy Saviour (Easter) 

MezBar, pf 

BOSTON (A: Frank) 
Glory to Thee, My God 
med low, pf 

CRAMER (A: Brodt) 
La Brise est douce et parfumee 
ST, pf 

CHOUDENS (A: Peters) 

15 Duos 
ST, pf 

ed. Martienssen 
CHOUDENS (A: Peters) 
Toujours a toi, Seigneur 
SMez/SA, pf 

LEDUC (A: Presser) 

20 Melodies 

med (1-2) vcs, pf 

LEMOINE (A: Presser) 

GRAHAM, ROBERT: 

In Bethlehem (octavo) 
med-highmed-low, pf 

ART MASTERS 

The Holy Child 

med-highmed-low, pf 

WALTON (A: Plymouth) 
When Jesus was Born 
med-highmed-low, pf 

WALTON (A: Plymouth) 

GRANADOS, ENRIQUE: 

Las Currutacas Modestas 
SA, gtr 

UME (A: Associated) 
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GREAVES, TERENCE: 

Follow My Leader (de la Mare) (med 
easy) (4 rounds) 
all vcs 

OXFORD 

GRETRY, ANDRE ERNEST: 

Veilions mes Soeurs (2EMIRE ET 
AZOR) 

SSA, pf 

DURAND (A; Presser) 

GRIMM, HEINRICH: 

2 kleine geistliche Konzerte 
medmed, cont 

ed. Lorenzen 
BARENREITER(A: Magna) 
2 kleine Osterkonzerte 
medmed, cont 

ed. Lorenzen 
BARENREITERCA: Magna) 
2 kleine Weihnachtskonzerte 

SS, cont 

ed. Lorenzen 
BARENREITERCA: Magna) 

GUASTAVINO, CARLOS: 

Cancion de Navidad (Sp) 
medmed, pf 

COLOMBO (A; Belwin) 
GUEZEC, jEAN-PIERRE: 

Couleurs Juxtaposees II 

ST, acap 

SALABERT 

GUGLIELMI, PIETRO ALESSANDRO: 
(1728-1804) 

Terzetto Adalinda 
highmed, 2 cl 

CAR I SC H (A; Boosey) 

HAAS, JOSEPH: 

Rum Bidi Bum Op. 33 (10) 
var (1 -2) vcs, pf 

LEUCKART (A; Associated) 
HAHN, REYNALDO: 

Agnus Dei 
SB, pf 

HEUGEL (A: Presser) 

HALLER, HANS CHRISTOPH: (1572-1617) 

Hochpreiset meine Seele 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 
Nehmt wahr das Licht 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 
HAMBLEN, BERNARD: 

Beside Still Waters 
medmed, pf 


HAMMERSCHMIDT, ANDREAS: 
(1612-1675) 

3 geistliche Konzerte 
SS/TT, cont 

HANSSLER (A: Peters) 

HANDEL, G.F.: 

Apollo and Daphne (cantata) 

SB, fl, 2 ob, bsn, stgs 

ed. Seiffert 
BREITKOPF L (A. Broude) 
Cecilia volgi un squardo (cantata) 

ST, stgs, cont 

DEUTSCHER (A: Broude) 
Clori, Tirsi, e Fileno (cantata) 

highhighmed, 2 fl, 2 ob, 2 bsn, stgs, 
cont 

DEUTSCHER (A: Broude) 
Conservate, raddoppiate (cantata) 

SA, cont 

CERIC (A: Belwin) 
Duets (35 duets, 4 trios) 

SA, pf; SS, pf; SB, pf 

GREGG (A: Kalmus) 

Duettenkranz 

Vol IV; SB, pf; Vol V: AT, pf; SB, 
pf; Vol VI: SA, pf; SMez, pf 

ed. Martienssen PETERS 
Ewig, so spricht die Seele (Poros) 

SB, stgs, cont 

DEUTSCHER (A: Broude) 
La Speranze e giunta (Ottone) (Eng) 

SS, pf 

ed. Jacobson 
CURWEN (A: Schirmer) 
Lass den Vorsatz dir nicht truben 
(Poros) 

SB, ob, stgs, cont 

DEUTSCHER (A: Broude) 
O, come chiare e belle (cantata) 
highhighmed, tpt, stgs, cont 

DEUTSCHER (A: Broude) 
Opern Duette Vol 6 
var (2) vcs, pf 

ed. Martienssen PETERS 
6 Duette fur Sopran und Alt (ItCer) 

SS (3), pf; SA (3), pf 

arr. Brahms PETERS 
What's Sweeter than a new Blown 
Rose 

high med, pf 

CRAMER (A; Brodt) 
HARKER, FLAXINGTON: 

He Shall Feed His Flock 

ST, pf 

SCHIRMER 
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HARKER, FLAXlNGTON:(cont'd.) 

I Will Lift up Mine Eyes 
SA, pf 

SCHIRMER 

HARRIS, RUSSELL G.: 

The Litany Op. 19 

SAB-Bar, sax, harp, timp, perc, stgs 
ACA 

HARSANYi, TIBOR: 

Cantate de Noel 
SATB, fl, stgs 

HEUGEL (A; Presser) 

HART, PHILIP: (1703) 

Proceed, sweet charmer of the ear 
SS, 2 treb rec, kybd, opt cello 

ed. Dawes SCHOTT (A; E-A) 

HARVEY, JONATHAN; 

Black Son nett 

SMezBarB, fl, ob, cl, bsn, hn 

NOVELLO (A: Belwin) 

HAYDN, FRANZ JOSEPH: 

Daphens einziger Fehler (from J. 

HAYDN WERKE Vol 30) 

TTB, pf 

ed. Ehrmann 
HENLE (A: Magna; Brodt) 
Die Drei-und Vierstimmengesange 
STB (1), pf; SAB (1), pf; SATB (9) 

ed. Baumgartner 
BARENREITER (A: Magna) 
14 Canons Vol 1 (Eng) 
var (1-8) vcs, pf 

PETERS 

4 Three-Part Songs (Ger) 

SAT (1); STB (1); TT (2), pf 

ed. Weismann PETERS 
Mehrstimmige Gesange (Complete 
Works Vol 30, 31) 
var vcs, pf 

HENLE (A: Brodt) 
9 Four-Part Songs (Ger) 

SATB, 2 ob, stgs 

BREITKOPF L (A; Broude) 

Pieta di me 

SST, enghn, bsn, 2 hn, stgs 

ed. Landon 
DOBLINGER (A; Associated) 
Stabat Mater 

SATB, 2 ob, stgs 

BREITKOPF L (A; Broude) 
The Ten Commandments (eng) Vol 2 
var (2-8) vcs, pf 

PETERS 

24 Canons (English edition) (sacred) 
var (2-8) vcs, pf 

PETERS 


24 Canons and The Ten Command¬ 
ments (German edition) (sacred) 
var (2-8) vcs, pf 

PETERS 

2 Italian Duets 
ST, pf 

DOBLINGER (A: Associated) 
HAYDN, MICHAEL: (1737-1806) 

Wir bitten dich unendlich Wesen 
SA, stgs, cont 

ed. Kirchberger 
EULENBURG (A: Peters) 

HAZLEHURST, CECIL: 

O Leave Your Sheep 
medmed, pf 

BOOSEY 

HAZZARD, PETER: 

Massage 

SAB, fl, cl, flugelhorn, T sax, tmb, 

3 perc 

SEESAW 

A Praise Book 

SATB, 2 tpt, tuba, 3 perc 

SEESAW 

HEISS, HERMANN: 

7 Dreistimmige Sentenzen (Michel) 
SABar, kybd/3 stgs 

BREITKOPF W (A: Associated) 

HELLMANN, DIETHARD: 

Nun bitten wir den heiligen Geist 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 

HELY-HUTCHINSON, VICTOR: 

Table and Chair 

med (2-3) vcs, acap 

PATERSON (A: Fischer C) 
The Owl and the Pussycat 
med (2-3) vcs, acap 

PATERSON (A: Fischer C) 

HEMERY, VALENTINE: 

Soldiers of Fortune 
TBar, pf 

LEONARD ENG (A: Brodt) 

HENRY VIII: (The King of England 
1491-1547) 

Madame d'amours 
var (2-5) vcs, acap 

ed. Stevens STAINER (A: Galaxy) 
3 Songs 

var (3-5) vcs/med, pf 

LYREBIRD; NYP LIBE 

HERRMANN, HUGO: 

Minnespiel Op. 4 
SSA, pf/harp 

BREITKOPF W (A: Associated) 
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HERRMANN, WILLIAM: 

Deutsche Volkslieder Book I, 11 
Op. 143 
SA/Bar, pf 

SCHAUER (A; Associated) 
HESELTINE, PHILIP: (Peter Warlock) 

Corpus Christi 
ST, stqt 

CURWEN (A: Schirmer] 
HINDEMITH, PAUL: 

8 Canons Op. 44 #2 

medmed, vin, via, cello 

SCHOTT (A: E-A) 

HOLST, GUSTAV: 

Dream of Christmas 

SS, pf 

CURWEN (A: Schirmer) 
HOSKINS, WILLIAM: 

Jerusalem from the Mountain 

ST, tpt, tmb, 2 pf 

ACA 

HUFSCHMIDT, WOLFGANG: 

Ich steh an deiner Krippen hier (sacred) 
(med diff) 

ST, 2 vln, cello 

BARENREITER (A: Magna) 

HUHN, BRUNO: 

Be Thou Exalted 
AB, pf 

SCHIRMER 

HUTCHESON, JERE: 

Shadows of a Floating Life 
AT, fl, vln, bvl, vibra 

SEESAW 

IREIAND, JOHN: 

At Early Dawn in Summer Woods 
SA, pf 

CURWEN (A: Schirmer) 
In Summer Woods 
SS, pf 

CURWEN (A: Schirmer) 

IVANOVA, LIDIA: 

21 Canti ad una, due, e tre voci pari 
1 -3 eq vcs 

SANTIS 

JACOB, DOM CLEMENT: 

Hymne pour trois voix de femmes 
3 female vcs, pf 

jOBERT (A; Presser) 

JANACEK, LEOS: 

Diary of One who Vanished (22) 
(CzechCer) 

ST/T, pf 

BARENREITER (A; Magna); 
ART IA (A: Boosey) 


JANEQUIN, CLEMENT: 

Congregati sunt (motet) 
var (4) vcs, acap 

L'OISEAU 

JANSEN, F. GUSTAV: 

4 Duette Op. 31 
MezT, pf 

LEUCKART (A; Associated) 

JEFFREYS, GEORGE: (1685) 

Heu me Miseram! (Dialogue; Mary and 
the Angel) 

SB, hpscd/cont 

ed. Aston NOVELLO 

JERGENSON, D.: 

One Penny Opera 
SATB, pf 

SEESAW 

JIRASEK, IVO: 

Zviretnik 

2 female vcs. pf 

CZECH 

JOMELLI, NICCOLO: (1714-1774) 

Miserere a due canti soli (ItCer) 
med-highmed, 2 vln, via, bvl 

FORNI 

JOLAS, BETSY: 

Mots (7) 

SMezContrTB, fl, 2ob, cl, bsn, 
hpscd, harp, perc 

HEUGEL (A: Presser) 

KAUPPI, EMIL: 

Suomalaisiakansanlauluduettoja 
(Vol 1, 2) 
highlow, pf 

FAZER 

KINDERMANN, JOHANN ERASMUS: 

(1616-1655) 

Creator Spirit, by whose aid 
SA/TB, 2 vln/2fl, cont 

CONCORDIA 

KLEIN, JONATHAN: 

Hear, O Israel 

SA, fl, sax, hn, pf, perc, bvl 

SEESAW 

KOCH, JOHN: 

Nun juble iaut, all Kreatur 
(sacred) (diff) 

SSATB, 2 rec, stgs 

BARENREITER (A; Magna) 

KODALY, ZOLTAN: 

Bicinia Hungarica 
2 eq vcs, acap 

ed. Young BOOSEY; NYP LI BE 
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KODALY, ZOLTAN: (cont'd.) 


8 Little Duets 
ST, pf 


BOOSEY 


Tricinia Hungarica (29) (no words) 
3-part SSA/TBB 


BOOSEY 


KOECHLIN, CHARLES: 

Rondels (Series 1 (6) Series 2 (7)) 

SATB, pf (1 duet, 1 qt) 

SALABERT 


KOHS, ELLIS: 

Psalm 23 
ST, pf 

ACA 

KOLER, MARTIN: (1620-?) 

Unser Herr Jesus Christus 
(cantata) (diff) 

SSB, 2 vln, 2 via, bsn, org 

ed. Haacke 
BARENREITER (A; Magna) 

KRENEK, ERNST: 

La Corona Op. 91 cantata) 

(Donne) (diff.) 

MezBar, pf/perc, org 

BARENREITER (A: Magna) 

KRIEGER, JOHANN PHILIPP: (1649-1725) 

An den Wassern zu Babel (sacred) 

(ed diff) 

STB, 2 vln, cont 

ed. Osthoff 
BARENREITER (A: Magna) 
Heut singt die Liebe Christenheit 
(sacred) 

SB, tpt, 2 vln, cont 

HANSSLER (A: Peters) 
Wo willt du bin, weil's Abend 
ist (sacred) 

SS/TT, cont 

ed. Seiffert 
BREITKOPF L (A: Broude) 

KROL, BERNHARD: 

In dulci jubilo Op. 25 (Xmas) (Cer) 

SBar, pf, opt instr 

SCHAUER (A: Associated) 

LACOME, PAUL 
Estudiantina 
SMez/TBar, pf 

ENOCH (A; Associated) 
LADERMAN, EZRA: 

And David Wept (Darion) (med diff) 
TABar, orch 

OXFORD 


LADMIRAULT, PAUL 

Dominical (Elskamp) 

SATB, pf 

JO BERT (A: Presser) 

LALO, EDOUARD: 

Au fond des Halliers (Theuriet) (from 

MELODIES POUR CHANT ET PF Voll) 
ST, pf 

HAMELLE (A: Presser) 

Dansons (from MELODIES POUR 

CHANT ET PIANO-Vol 1) 

SA, pf 

HAMELLE (A: Presser) 

LAMBILLOTTE, LOUIS: 

O Salutaris 
BB, pf/org 

HEUCEL (A: Presser) 

LAPARRA, RAOUL: 

La Chasse au Foret 

SA/Mez, pf; S Bar/SB, pf 

ENOCH (A: Associated) 

LASERNA, BLAS DE: 

E! Majo y la Italiana Fingida 
ST, pf 

ed. Subira UME (A; Associated) 

La Beata 
ST, pf 

ed. Subira UME (A: Associated) 

LASSUS, ORLANDO DE: 

10 Chansons 
SATB/4 instr 

LPME (A: Galaxy) 

lAWES, HENRY: 

Dialogue on a Kiss (Herrick) 
med-highmed, pf 

OXFORD 

LAWES, WILLIAM: (with Henry Uwes) 

Dialogues for Two Voices 

and Continue 

ST, TB, SB, cont 

ed. jesson PENN STATE 

LECOCQ, CHARLES: 

Le Noel des Petits Enfants 
highmed low, pf 

ENOCH (A: Associated) 

Two Birds 
SA, pf 

Cramer (A: Brodt) 

LEDUC, JACQUES: 

6 Ballades de P. Fort Op. 14 
SMezBar, acap 

CBDM (A: Elkan H) 
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LEE, ERNEST MARKHAM: 

Dream Seller 
SA, pf 

CURWEN (A: Schirmer) 

Go Lovely Rose 
SA, pf 

CURWEN (A; Schirmer) 

LEES, BENJAMIN: 

Medea of Corinth (Jeffers) (28 min) 
SMezBarB-Bar, ww, timp 

BOOSEY 

LEFEBVRE, CHANNING: 

Bel Automne 
SAT Bar, pf 

DURAND (A: Presser) 

Souffle des Bois 
SMezT, pf 

DURAND (A: Presser) 

LEHMANN, LIZA: 

Breton Folk Songs 
SATB, acap 

NYP LIBE 

4 Cautionary Tales and a Moral 
(Belloc) 

Contr/Mez, Bar/B, T, pf 

NYP LIBE 

In a Persian Garden (Khayyam) 

SATB, pf (1 duet, 2 qts) 

NYP LIBE; CRAMER (A; Brodt) 
Nonsense Songs (Carroll) 

SATB, pf 

NYP LIBE 

The Daisy Chain (12 Songs from 
Childhood) 

SATB/Bar, pf 

NYP LIBE 


LERDAHL, FRED: 

Aftermath (30 min) 

SMezBar, 2 fl, ob, 2 cl, bsn, hp, 
perc, 4 stgs 

BOMART 

LESLIE, HENRY: 

Love Trio 
SAT, pf 

CRAMER (A; Brodt) 

Memory 
SAT, pf 

CRAMER (A: Brodt) 

LESUR, DANIEL: 

Les Amants Separes (LE ROY) 

SBar, pf 


LEWIS, PETER TOD: 

5 Japanese Songs 
ST, vin, via, cello 

ACA 

LIGETI, GYORGY: 

Adventures 

Col SABar, fl, hn, perc, cem, pf, 
cello, bvl 

PETERS 

Nouvelles Aventures (syllables only) 

Col SABar, fl, hn, perc, cem, pf, 
cello, bvl 

PETERS 

LINDSAY, M.: 

Far Away 

SS, pf 

LEONARD ENG (A; Brodt) 
LOCKWOOD, NORMAN: 

Dialogue of Abraham and Isaac 
2 male vcs, pf 

ACA 

LOEWE, CARL: 

An Sami (from DUETTENKRANZ 
-Vol 3) 

2 female vcs, pf 

ed. Martienssen PETERS 
Die Freude (from DUETTENKRANZ 
-Vol 3) 

2 female vcs, pf 

ed. Martienssen PETERS 
LOGAN, WENDELL 
Ice and Fire (Evans) (5) 

S, Bar, SBar (1 Duet) pf 

OFC 

LUBECK, VINCENTIUS: (1654-1740) 

Wilkommen, susser Brautigam 
SS/SSB, 2 vIn, cont 

HANSSLER (A: Peters) 
LUCANTONI, GIOVANNI: 

Night in Venice 

ST. pf (2 keys) 

CRAMER (A: Brodt) 
LUZZASCHI, LUZZASCO: (?-1607) 

Madrigal i per Cantare e Suonare (diff) 

S, SS, SSS, pf 

ed. Cavicchi 
BARENREITER (A: Magna) 

MACBRIDE, DAVID: 

Duo 

SS, via, bsn, pf, org, perc 


DURAND (A; Presser) 


SEESAW 
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MACHAUT, GUILLAUME DE: 

Ballads and Motets (octavo) (Vol 1,3) 
var (2-4) vcs, pf 

BREITKOPF L(A: Broude) 

MADDEN, CHARLES: 

Ceococcyx Californianus 
5 vcs 

MEDIA 


MAHLER, GUSTAV: 

Der Schildwache Nachtlied (from DES 
KNABEN WUNDERHORN) 

SBar, pf 

SCHIRMER 

Lied des Verfoigten im Turm (from 
DES KNABEN WUNDERHORN) 

SBar, pf 

SCHIRMER 

Trost im Ungluck (from DES 
KNABEN WUNDERHORN) 

SBar, pf 

SCHIRMER 

MALIN, DON: 

8 Polish Christmas Carols (easy) 

(octavo) 

med-highmed-low 

MARKS (A: Belwin) 

MALIPIERO, RICCARDO: 

In the Time of Daffodils 
SBar, 7 instr 

ZERBON! (A: Boosey) 
MANGONE, GIOACCHINO: 

Ave Maria 

ST, org/harmonium 

Curci 

MARCELLO, BENEDETTO: (1686-1739) 

And with Songs 1 will Celebrate 
SA/TB, pf 

CONCORDIA 

Ecco il petto (from ALTE MEISTER 
DES BEL CANTO Vol II) 

SA, pf 

ed. Landshoff PETERS 
O Lord, Deliver Me 
SA/TB, pf 

CONCORDIA 

O Hold Thou Me Up! 

SAH’B, pf 

CONCORDIA 

Thou O Lord art My Shepherd 
medmed, pf 

CONCORDIA 

MARTIN, EASTHOPE: 

Come to the Fair (Taylor) 
med'highmedhigh, pf 


Holy Child (Luther) 

med-highmed-high, pf 

BOOSEY 

MARTINI, GIAMBATTISTA: (1706-1784) 

12 Duetti da Camera 
var combos vcs, pf 

BONGIOVANNI (A: Belwin) 

MARTINI, JEAN PAUL (Giovanni Paolo): 
(1741-1816) 

Bergerette 
2 eq vcs, pf 

DURAND (A: Presser) 

MARTINU, BOHUSLAV: 

Himmelsschlussel (5) (Moravian 
Folksongs) (CzechCerEng) 

SA, vin, pf 

BARENREITER (A: Magna) 
Petrklic (CzechEngCer) 

SA, pf/instr 

ARTIA (A: Magna) 

MARX, JOSEPH: 

Mehrstimmige Cesange (EngCerIt) 
var (1-2) vcs, pf 

PETERS 

MARX, KARL: 

Reifende Frucht Op. 23 (med diff) 

SA, pf 

BARENREITER (A: Magna) 
MASON, DERRICK: 

3 Episodes (easy) 

2 treb vcs, xylo„ glock, tri, cym, side 
dm, tamb, pf 

BOOSEY 

MASSENET, JULES: 

A la Zuecca 
SMez/A, pf 

HEUGEL (A: Presser) 

Aux Etoiles 
2 eq vcs, pf 

HEUGEL (A: Presser) 
Chansons des Bois d'Amaranthe 
(Legrand) (5) 

SContrTBar, pf (2 duet; 2 trios; 2 
quartets) 

HEUGEL (A: Presser) 
Dialogue Nocturne (Silvestre) 

ST, pf 

HEUGEL (A: Presser) 
Les Fleurs (Normand) 

SBar, pf/orch 

HEUGEL (A: Presser) 
Le Temps et I'Amour (Ludana) 

TBar, pf 

HEUGEL (A: Presser) 


BOOSEY 
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Salut, printemps (Baillet) 

2 eq vcs, pf 

HEUGEL (A; Presser) 

MATTHIAS, WILLIAM: 

Ceremony after a Fire Raid (Thomas) 
(Med diff) 

SATBarB qnt, pf, perc 

OXFORD 

MAW, NICHOLAS: 

Scenes and Arias 

SMezContr, pf/orch 

BOOSEY 

MAYER, MARTIN: 

Das Weihnachtsevangelium (Ger) 

SA, 2 vin, org/pf 

BELWIN 

MAYER, WILLIAM: 

Barbara, What Have you Done? (Otto) 
S5, pf 

FISCHER C 

MAZZAFERRATA, G.B.: (ca. 1691) 

Canzonette a due Voci 
med (2) vcs, pf 

FORNI 

MCARTHUR, EDWIN: 

Crickets (Hore-Ruthven) (2min) (med 
diff) 

TT, pf 

OFC 

Father William (Carroll) (3 min) (diff) 

TT, pf 

OFC 

Leisure (Davies( (2 min) (med diff) 

TT, pf 

OFC 

Native Land (Scott) (2-3 min) (med diff) 
TT, pf 

OFC 

The Bitter and the Sweet (from 
RIP VAN WINKLE) 

SATB, pf 

CHAPPELL 

To the Virgins to Make Much of Time 
(Herrick) (from COUNSEL TO GIRLS) (2 
min) (med diff) 

TT, pf 

OFC 

MELLERS, WILFRED H.: 

Ship of Death 

ST, 2 cl, 2 vIn, via, cello 

NOVELLO (A; Belwin) 

MENDELSSOHN FELIX: 

Complete Songs Vol 1-4 
var (1-2) vcs, pf 


3 Lieder Op. 77 (Series 18 #130) 

S (1-2), pf 

GREGG (A; Kalmus) 
3 Volkslieder (Series 18 #139) 
highlow, pf 

GREGG (A: Kalmus) 

18 Duets 
SA, pf 

HANSEN (A: Magna) 
Ersatz fur Unbestand (Series 17 #134) 

2 male vcs, pf 

GREGG (A: Kalmus) 

1 Waited for the Lord 
SMez, pf 

SCHIRMER 

Le Bal des Fleurs Op. 63 #6 (FrGer) 
highlow, pf 

DURAND (A: Presser) 

19 Duets 

highhigh/highmed, pf 

PETERS 

Nachtgesang (Series 17 #135) 

2 male vcs, pf 

GREGG (A. Kalmus) 
6 Lieder Op. 41 (Series 16 #125) 

SATB, acap 

GREGG (A: Kalmus) 
6 Lieder Op. 48 (Series 16 #126) 

SATB, acap 

GREGG (A: Kalmus) 
6 Lieder Op. 50 (Series 17 #130) 

2 male vcs, pf 

GREGG (A: Kalmus) 
6 Lieder Op. 59 (Series 16 #127) 

SATB, acap 

GREGG (A: Kalmus) 
6 Lieder Op. 63 (Series 18 #137) 

SS, pf 

GREGG (A; Kalmus) 
6 Lieder Op. 128 (Series 16 #128) 

SATB, acap 

GREGG (A: Kalmus) 

16 2-Part Songs 
var (2) vcs, pf 

SCHIRMER 

Stiftungsflur (Series 17 #135) 

2 male vcs, pf 

GREGG (A: Kalmus) 
Suleika und Hatem Op. 8 # 12(Series 8 
# 12 ) 

ST, pf 

GREGG (A: Kalmus) 

4 Lieder Op. 75 (Series 17 #131) 

2 male vcs, pf 

GREGG (A: Kalmus) 


KALMUS (A: Belwin) 
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MENDELSSOHN FELIX: (cont'd.) 

4 Lieder Op. 100 (Series 16 #129) 

SATB, acap 

GREGG (A; Kalmus) 
4 Lieder Op. 76 (Series 16 #132) 

2 male vcs 

GREGG (A; Kalmus) 
4 Lieder Op. 120 (Series 17 #133) 

2 male vcs, pf 

GREGG (A: Kalmus 

MESSIAEN, OLIVER: 

La Mort du Nombre 
ST, pf, vln 

DURAND (A; Presser) 
MICHAEL, PAUL-BAUDOUIN: 

Petit Zodiaque Sentimental (Vol 1-3) 

( 12 ) 

SATB, pf 

CBDM (A: Elkan H) 

MIDDELEER, JEAN DE: 

Faune Baroque (Careme) (4) 

SABT, pf 

CBDM (A: Elkan H) 

MILHAUD, DARIUS: 

Deux Poemes 
SATB, acap 

DURAND (A: Presser) 
Symphony # 6 (no words) 

SATB, ob, cello 

UNIVERSAL (A: Boonin) 

MISON, LUIS: (?-1766) 

Una Mesonera y un Arriero 
ST, pf 

ed. Subira UME (A: Associated) 
Los Ciegos 
SSB, pf 

ed. Subira UME (A: Associated) 
MONIUSZKO, STANISLAV: 

Cracoviak 

med-highmed, pf 

DURAND (A: Presser) 

MONTEVERDI, CLAUDIO: 

Ahi, Sciocco Mondo (from LA 
FLORA-Vol 111) 
highmed, pf 

ed. jeppesen F1ANSEN (A: Magna) 
Canzonets for 3 Equal Voices (Gerlt) 
(Vol 1 (10); Vol 2 (11)) 

3 eq vcs, acap 

ed. Trede 
BARENREITER (A: Magna) 
Combattimento di Tancredi e Clorinda 
(cantata) 

ST Bar, stgs, cont 

ed. Malipiero CFIESTER (A: Magna) 


Dreistimmige Canzonetten (Vol 1-3) 

SAT, S rec, A rec, T rec 

UNIVERSAL (A: E-A) 

12 Composizione Vocale Profane e 
Sacre (solos and ensembles) 
var (1 -5) vcs, pf 

ed. Osthoff RICORDl (A; Schirmer) 
Interrotte Speranze (from LA FLORA— 

Vol 111) 

medlow, pf 

ed. Jeppesen FIANSEN (A: Magna) 
Madrigali e Canzonette a due e a tre 
voci (Complete Works Vol 9) 
var vcs 

UNIVERSAL (A: E-A) 
Scherzi Musical! (Vol 1 (6); 

Vol 2(4))(ltGer) 

SSBar, 2 cellos, cont 

BARENREITER (A; Magna) 

6 Chamber Duets (ItCer) 

SS/TT, cont 

ed. Landshoff PETERS 
MORAL, PABLO DEL 
La Opera Casera 
STB, pf 

ed. Subira UME (A: Associated) 
MORLEY, THOMAS: 

2-Part Canzonets for Voices and 
Recorder (Eng) 

SS/TT (8), rec 
SS/ST (1), rec 
ST (1), rec 
ST/AT (1), rec 
SA/AT (1), rec 

ed. Boalch PETERS 

MOZART, W.A.: 

Bandel-Terzett (from 
SCHAU5PIELDIREKTOR) 

SSBar, pf 

BREITKOPF W (A: Associated) 
Caro mio Druck und Schluck 
(Burkhart) (nonsense) 

SATB, pf 

DOBLINCER (A: Associated) 
Gesellige Gesange 

3 vcs, pf (SSB (3); STB (2); TTB (1); 

3 eq vcs (4) 

ed. Baumgartner 
BARENREITER (A: Magna) 
Konzert Arien Duette 
1-4 vcs, pf and acap 

EDWARDS 

Lieder fur eine Singstimme (29) (trios (2) 
STB, pf (1 with mand); high, pf 

PETERS 
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Mehrstimmige Cesange (EngCerlt) 
var (1-3) vcs, pf 

BARENREITER (A: Magna) 
Miserere K. 85 
ATB, org 

BARENREITER (A: Magna) 

6 Nocturnes 

SSB, pf/2 vln, cello 

PETERS 

Vocal Trios with Instrumental 
Ensemble, Duets with Orchestra, 

Quartets with orchestra 
(#943-946 Kalmus) 

1-4 vcs, instr/orch 

EDWARDS; KALMUS (A; Belwin) 

NELSON, HAVELOCK: 

The Lonely of Heart 
SSA, pf 

CURWEN (A: Schirmer) 

NEWTON, ERNEST: 

Irish Slumber Song 
SA, pf: medlow, pf 

LEONARD-ENG (A: Brodt) 
Where the Chestnuts Bloom 
SA. pf; highmed, pf 

LEONARD-ENG (A: Brodt) 

NIELSEN, SVEND: 

Duets (DanCer) 

SA, fl, perc, cello 

HANSEN (A: Magna) 

NILSSON, BO: 

Quartets (8) 

SATB, wind instr 

PETERS 

NiVERS, GUILLAUME: (1617-1714) 

Lo, Behold We Come to Adore Him 
SA, cont. 

CONCORDIA 

ODDONE, ELISABETTA: 

Rispetti e Stornelli della Luccheria (6) 
highmed, pf 

BONGIOVANNI (A; Belwin) 

OFFENBACH, JACQUES: 

Les Gendarmes (from EARN IE) 

2 med, pf 

BOOSEY 


Les Gendarmes (from EARN IE) 


lowhigh, pf 


BOOSEY 


Les Gendarmes (from EARN IE) 


lowhigh, pf 


ALLANS 


ORR, BUXTON: 

Many Kinds of Yes 
SA, pf 

EULENBURG (A: Peters) 

OTHMAYR, KASPAR: 

Geistliche Zwiegesange (med diff) 
highlow, org 

ed. Lipphardt 
BARENREITER (A: Magna) 

PAISIELLO, GIOVANNI: (1741-1816) 

Quando lo Stral Spezzai (from ALTE 

MEISTER DES BEL CANTO Vol 2) 

SS, pf 

ed. Landshoff PETERS 

PALMER, ROBERT: 

Of Night and the Sea 
SAT Bar, 11 instr 

SOUTHERN PEER 

PARKER, ALICE: 

A Garland of Carols 
SA, pf 

SCHIRMER 

Songs for Eve (MacLeish) (75 min) 

SAT Bar, stqt 

HINSHAW 

PARKER, HENRY: 

Hark to the Mandoline 
2 vcs, pf (Keys: D; C) 

CRAMER (A: Brodt) 

In the Dusk of Twilight 

2 vcs, pf (Keys: Gsharp; F) 

CRAMER (A: Brodt) 

Our Mountain Home 
2 vcs, pf (Keys: F; G) 

CRAMER (A: Brodt) 

See Maidens 

2 vcs, pf (Keys: C; D) 

CRAMER (A: Brodt) 

Spirit of the Wood 
2 vcs, pf (2 keys) 

CRAMER (A: Brodt) 

PARRIS, ROBERT: 

Mad Scene 

S Bar Bar, pf (or fl, ob, cl, bsn, 
hn, tpt, perc, 4 stgs) 

ACA 


PASATIERI, THOMAS: 

Heloise and Abelard (Phillip) 
SBar, pf 


BELWIN 


PEARSALL, ROBERT LUCAS: 

Duets for 2 Cats 


SA, pf 


SCHOTT (A:E-A) 


1 
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PELiSSIER, H.G.: 

Awake 

2 vcs, pf (Keys: F; G) 

LEONARD-ENG (AiBrodt) 

PEPYS, SAMUEL 

3 Chansons de son Choix 

(Lawes, Banister) 

med (1-2) vcs, pf (1 duet) 

L'OISEAU 

PERERA, RONALD: 

3 Night Pieces 

SSAA, pf, perc, cello 

SCHIRMER EC 

PERGOLESI, GIOVANNI: (1710-1736) 

Nei giorni tuoi felici (from ALTE 

MEISTER DES BEL CANTO Vol. 2) 

SS, pf 

ed. Landshoff PETERS 

Stabat Mater 
SA, stgs, org 

BREITKOPF-W(A: Associated); 

RI CORD I (A: Schirmer) 

PERIL GIACOMO: (1661-1756) 

11 Mose (cantata) 

5 vcs, stgs 

FORNI 

Laudate Pueri 

SATB, vln, via, cont. 

ed. Berger PENN STATE 

PERUSIO, MATHEUS DE: 

Gloria in Excelsis (motet) 
var (3) vcs, pf 

L'OISEAU 

PETERKIN, NORMAN: 

Two Songs (2 Old Irish Airs) 

MezBar, pf 

OXFORD 

By a Bank as 1 Lay 
SS, 4 stgs 

OXFORD 

PITTALUGA, GUSTAVO: 

Canciones del Teatro de 

F. Garcfa Lorca 
var vcs, instr 

UME (A: Associated) 

PLESKOW, RAOUL: 

Due Bicinia (Lat) 


SS, fl, cl, cello 

ACA 

Motet and Madrigal 


TS, fl, cl, vln, cello, pf 

ACA 


PRAETORIUS, MICHAEL 

Lo How a Rose E'er Blooming 
med, pf; med-high, pf; low, pf 

SCHIRMER 

PROKOFIEV, SERGE: 

Vocal Works Vol II (Russ) 
var (1-2) vcs, pf 

MEZ KNICA 

12 Lieder fur mittlere Stimme (contains 
2 TBass duets) Op. 104; 106 
TBass, pf 

SIKORSKKA: Associated) 

PURCELL, HENRY: 

Catches 

var (3-4) vcs, acap 

GALLIARD (A: Galaxy) 
Catches for Men's Voices 
any med vcs 

OXFORD 

Elegie upon the Death of Queen Mary 
(LatEng) 

SS, pf 

ed. Tippett; Bergmann 
SCHOTT (A; E-A) 
Hark How the Songsters 

SS, 2 treb rec, kybd 

SCHOTT (A: E-A) 

How Pleasant is this Flowery Plain 
and Ground 

ST, 2 fl/2 S rec, cont 

BARENREITER (A: Magna) 
Lost is My Quiet 
SB, pf 

ed. Tippett; Bergmann SCHOTT 
(A: E-A) 

O, the Sweet Delights of Love 
SS, pf 

ed. Flothuis 
BROEKMANS(A: Peters) 
There ne'er was so Wretched a Lover 
SB, kybd 

SCHOTT (A: E-A) 
Saul and the Witch at Endor 
(from HARMONIUM SACRA) 

STB, pf 

ed. Britten; Pears BOOSEY 

6 Duets 

highlow, pf 

arr. Britten; Pears BOOSEY 
6 Vocal Duets 
SBar/A, pf 

GALLIARD (A: Galaxy) 
Sound the Trumpet 
ContrContr, pf 

ed. Tippett; Bergmann 
SCHOTT (A: E-A) 
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The Queen's Epicedium 
(also called ELECIE) 

S$, pf hpscd 

SCHOTT (A: E-A] 

There Ne'er was so Wretched a Lover 
SB, pf 

ed. Tippett; Bergnnann 
SCHOTT (A; E-A) 

You Say 'tis Love 
SB, cont 

SCHIRMEREC 

QUILTER, ROGER: 

The Cradle in Bethlehem 

SS, pf (also orch) 

CURWEN (A; Schirmer) 

QUINET, MARCEL: 

4 Poemes de Maurice Careme 
SATB, acap 

CBDM (A; Elkan H] 

RADIC, DUSAN; 

Spisak (Index) 

SMez, 3 ob, 3 sax, bcl, harp, 

2 perc, bvl 

MUSIC INFO CEN 
RAMEAU, JEAN-PHIUPPE: 

Complete Works Vol 1-18 (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

UNIV MUS ED 

Forets Paisibles (from LES INDES 
CALANTES) 

ST, pf/instr 

DURAND (A; Presser) 

Le Tambourin 
2 eq vcs, pf 

DURAND (A: Presser) 
Les Amants Trahis (cantata) 

TBar, cello, pf/hpscd 

DURAND (A; Presser) 
Trio des Parques (from HIPPOLYTE 
ET ARICIE) 

ATB, pf/instr 

DURAND (A; Presser) 

RAPHAEL, GUNTHER: 

Cesang der Erzengel Op. 79 
SABar, pf/brass instr) 

BREITKOPF W(A; Associated) 
Herr Christ, hilf uns 
SA, org 

HANSSLER (A; Peters) 
In dem Herrenfreuet euch 
SA, 2 S rec, cont 

HANSSLER (A; Peters) 
Schmucket das Fest 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 


RASMUSSEN, K,A.: 

This Moment 
SSS, fl, perc 

CHESTER (A: Magna) 

RAVEL, MAURICE: 

Choeur des Patres (from L'ENFANT ET 
LES SORTILEGES) 

SA, pf/orch 

DURAND (A; Presser) 
Duo de la Theiere et de la Tasse 
(from L'ENFANT ET LES SORTILEGES) 
MezT, pf/orch 

DURAND (A: Presser) 
II est Temps, Void Gonzalve 
(from L'HEURE ESPAGNOLE) 

TS, pf/orch 

DURAND (A; Presser) 
Un financier et un Poete 
(from L'HEURE ESPAGNOLE) 

SAT Bar, pf/orch 

DURAND (A: Presser) 

RAZZI, FAUSTO: 

Improvvisazione III 
SSB, 5 instr 

2ERBONI (A: Boosey) 

RECLI, GIULIA: 

La Sorellina Dorme 
SA, pf 

BONGIOVANNI (A; Belwin) 

REGER, MAX: 

5 Duets Op. 14 

SA, pf 

SCHOTT (A; E-A) 

3 Duets 
SA, pf 

UNIVERSAL (A; E-A) 

Marias Wiegenlied 
SS, pf 

BOTE (A.Assodated) 

REIF, PAUL: 

Curse of Mauvais Air 
SATB, pf 

SEESAW 

The Artist 

AB, fl. cl, bsn, hn, tpt, perc, vin 

SEESAW 

REUTTER, HERMANN: 

6 Poems from Goethe's "Westostliches 
Divan" Op. 73 

SBar, pf 

SCHOTT (A: E-A) 

Spanische Totentanz 
2 med vcs, pf/orch 

SCHOTT (A: E-A) 
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REYNOLDS, ROGER: 

Again 

SS. 2 fl, 2 tmb, 2 perc, 2bv!, elec 
tape 

PETERS 

The Emperor of ice Cream (Stevens) 

(14 min) 

any 8 vcs, perc, pf, bvl 

PETERS 


RICE, THOMAS: 

Fully Clothed in Armor with her Shield 
and Spear, Athena Emerged from the 
Forehead of Zeus 
SBar, pf 

SEESAW 


RIMSKY-KORSAKOV, NIKOLAI: 

Attends, Snegourotchka (FrCer) 

SBar, pf 

BESSEL (A: Belwin) 

ROBERTON, SIR HUGH STEVENSON: 

All in the April Evening 
SA, pf 

ROBERTON (A; Presser) 

Aubade 
SSA, pf 

ROBERTON (A: Presser) 
Birds are Singing 
SSA, pf 

ROBERTON (A: Presser) 
Blake's Cradle Song 
SSA, pf 

ROBERTON (A: Presser) 

Cherry Ripe 
SSA, pf 

ROBERTON (A: Presser) 

Memory 
SSA, pf 

ROBERTON (A; Presser) 
The Rising of the Lark (Welsh Folk) 

SSA, pf 

ROBERTON (A: Presser) 
The Shepherdess 
SSA, pf 

ROBERTON (A: Presser) 
White Waves on the Water 
SA, pf 

ROBERTON (A: Presser) 

Whither Away? 

SSA, pf 

ROBERTON (A: Presser) 
RONTGEN, JOHANNES: 

Drie Redolze Duetten 
SA, fl, cl, pf 

DONEMUS (A: Peters) 


ROOS, ROBERT DE: 

Adam in Ballingschap 
2 narr, 2 fl, 2 hn, stgs 

DONEMUS (A: Peters) 

ROREM:, NED: 


4 Dialogues 
MezT, 2 pf 



BOOSEY 

Gloria (cycle) 


SMez, pf 

BOOSEY 

King Midas (Moss) (cycle) 


ST, pf 

BOOSEY 

Some Trees (3) 


SMezBBar, pf 

BOOSEY 


ROSALES, ANTONIO: 

El Recitado 
STT, pf 

UME (A: Associated) 

ROSELIUS, LUDWIG: 

Stunden einer Liebe Op 20 
(solos and duets) 

SBar, pf 

BOTE (A: Associated) 
ROSENMULLER, JOHANN: (ca. 1620-1684) 
Danket dem Herrn 
AT, 2 vin, cello, org 

HANSSLER (A: Peters) 
Das ist ein kostlich Ding 
ST, stgs, cont. 

HANSSLER (A: Peters) 
Hebet eure Augen auf 
ST, 2 vln, cello, org 

HANSSLER (A: Peters) 
Ich bin das Brot des Lebens 
ATB, 2 vln, cont. 

HANSSLER (A: Peters) 
Meine Seele harret auf Gott 
ATB, 2 vln, cont. 

HANSSLER; (A: Peters) 
Siehe des Herren Augesiehet auf die, 
so ihn furchten 
STB, 2 vln, cont. 

HANSSLER (A: Peters) 
Weil wir wissen, dass der Mensch 
durch des Cesetztes Werke 
ATB, 2 vln, cont. 

HANSSLER (A: Peters) 
ROSENTHAL, MANUEL* 

La Pieta d'Avignon 
SATB, tpt, stgs 

JOBERT(A: Presser) 
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3 Chants de Femmes Berberes 
SA, pf 

JO BERT (A; Presser) 
ROSSI, SALAMONE: (ca. 1570-1630) 

II Prime Libro delle Canzonette a Tre 
Voci di S. Rossi (ItHeb) 
medmed-low, pf 

ISRAELI (A; Broude) 
ROSSINI, GSOACCHINO: 

Dal tuo stellate Soglio (from MOSE) 
SMezTB, pf 

RICORDi (A; Schirmer) 
Duetto Buffo di due Gatti 
highlow, pf 

PETERS; 

DOBLINCER (A: Associated) 
Petite Messe Solonnelle 
SATB, pf, harmonium 

ed. Tomelleri 
TRANSAT (A; Presser) 
Quis est homo (from STABAT MATER) 
(LatEng) 

SA, pf/orch 

PRESSER 

Serate Musical i Vol II (4) 

#T 2: SS, pf 
#3; TS, pf 
#4: TB, pf 

RICORDI (A; Schirmer) 
ROUSE, CHRISTOPHER: 

Ecstasis Mane Eburnei 

AA, rec/cel, via, perc/2 perc/2 
pf/vibra, offstage S 

ACA 

ROUSSEAU, JEAN-JACQUES: 

Dans la Verte Ramure 
med-highmed, pf 

ENOCH (A: Associated) 
RUBENSTEIN, ANTON: 

18 Vocal Duets Op. 48, 67 (Ger) 

SA, pf 

PETERS 

Lied der Voglein (from 
DUETTENKRANZ Vol III) 

SA, pf 

ed. Martienssen PETERS 
Sang des Voglein (from 
DUETTENKRANZ Voi ill) 

SA, pf 

ed. Martienssen PETERS 
12 Duets Op. 48 
SA, pf 

HANSEN (A; Magna) 


RUSH, LOREN: 

Dans le Sable 

SAAAA, narr, fl, enghn, bsn, hn, 
flugel, timp, vibra, harp, pf, stgs, gtr 
jOBERT (A; Presser) 

RUSSELL, ARMAND: 

Ballad with Epitaphs 
med-highmed, pf 

SEESAW 

RUYNEMAN, DANIEL: 

Sous le pont Mirabeau 

SA, fl, 2 vin, via, cello, harp 

DONEMUS (A; Peters) 
SACCHINI, ANTONIO: (1730-1786) 

Furie d'Averno 

med-highmed, 2 ob, 2 bsn, 2 hn, 

2 tpt, timp 

ed. Gubitosi CARISCH (A: Boosey) 
SAINT-SAENS, CAMILLE: 

Aime! Eros 
SA, instr/pf 

DURAND (A; Presser) 
Allez, o vous que j'aime 
ST Bar, instr/pf 

DURAND (A: Presser) 

Ave Maria 

SATB, pf/org; medmed, pf/org 

DURAND (A: Presser) 

Ave Verum 

SSAA, pf/org; medmed, pf/org 

DURAND (A: Presser) 

C'est bien fini 

SMezBar, instr/pf 

DURAND (A: Presser) 

C'est elle 

SMezBar, instr/pf 

DURAND (A; Presser) 

Chere ame 

SMezT, instr/pf 

DURAND (A: Presser) 
Chere Anne, que j'adore 
MezBar, instr/pf 

DURAND (A: Presser) 
Des pas dans I'allee (madrigal) 

SATB, acap 

DURAND (A: Presser) 
Duo de Margarita et de Tebaldo 
ST, instr/pf 

DURAND (A: Presser) 
Duo d'Helene et de Paris 
ST, instr/pf 

DURAND (A: Presser) 

12 Duos 

var, ves, instr/pf 

DURAND (A: Presser) 
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SAINT-SAENS, CAMiLLE:(confd.) 

Ecoutez, tout se tait 
ST, instr/pf 

DURAND (A: Presser) 
El Desdichado (bolero) (trans. Barbier) 

SS, pf 

DURAND (A: Presser) 
Enfant, je te donne Pexample 
TBar, instr/pf 

DURAND (A: Presser) 
Je suis votre feal (ASCANIO) 

SBar, instr/pf 

DURAND (A: Presser) 
La Charite ma belle dame 
ST Bar, instr/pf 

DURAND (A; Presser) 

L'amour divin 
AT, instr/pf 

DURAND (A: Presser) 

Madrigal 

SS, instr; TB, instr/pf 

DURAND (A: Presser) 
Melodies Persanes Op. 26 (Renaud) 
(FrCerEng) 

Contr (3), T (3), pf 

DURAND (A: Presser) 
O mon mattre et seigneur 
SBar, instr/pf 

DURAND (A; Presser) 
Pardonnez-moi, Mademoiselle 

ST, instr/pf 

DURAND (A: Presser) 
Quoi! vous partez si tot 
ST, instr/pf 

DURAND (A: Presser) 

Romance du soir 
SATB, acap 

DURAND (A; Presser) 
Tout dort dans la nuit lourde 
SMez, instr/pf 

DURAND (A: Presser) 

Trinquons 
SATB, acap 

DURAND (A: Presser) 

Venus 
TBar, pf 

DURAND (A; Presser) 

Viens 

SBar, pf 

DURAND (A: Presser) 

SANCES, GIOVANNI: 

Chi nel regno almo d'amore (La Flora 
Vo! Ill ed. Jeppesen) 
medlow, pf 

HANSEN (A: Magna) 


SANDERS, ROBERT: 

An American Psalm 
SSA, fl 2 stgs 

MERCURY (A; Presser) 

SARJEANT, J.: 

Watchman! What of the Night 
2 low vcs/2 high vcs, pf 

BOOSEY 

SAVIONI, MARIO: 

6 Cantatas (Early Music Series Vol 3) 
var (1-3) vcs, instr 

ed. Geiringer PRESSER 

SCARLATTI, ALESSANDRO: 

11 giardino di amore 
SA, stgs, cont 

HANSEN F (A: Magna) 

SCARLATTI, DOMENICO: 

Amando tacendo (from TETIDE 

IN SCIRO) 

SSMez, cont 

BARENREITER (A: Magna) 

Lasciami piangere (from TETIDE 

IN SCIRO) 

ST, cont 

BARENREITER (A: Magna) 

Salve Regina 
SA, cont 

BARENREITER (A: Magna) 

Vorebbe dal tuo cor (from TETIDE 

IN SCIRO) 

SSMez, cont 

BARENREITER (A: Magna) 

SCHAFMEISTER, HELEN: 

46th Psalm 
ST/SB, pf 

OFC 

SCHAT, PETER: 

Improvisaties uit het Labyrint 
ATB, bcl, perc, pf, bvl 

DONEMUS (A: Peters) 

SCHEIN, JOHANN HERMANN: 

(1586-1630) 

A Mighty Fortress is our Cod 
highlow, pf 

CONCORDIA 

Collected Works (7 Vol) (reprint of 

Breitkopf Edition) 

var of instr and vocal combos 

UNIV MUS ED 

Dear Christians, One and All Rejoice 
highlow, pf 

CONCORDIA 

Drei Choralkonzerte (med easy) 

SSTB, cont 

ed. Doormann 

BARENREITER (A; Magna) 
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8 Chorale Settings 
5S/TT, pf 

ed. Lenel CONCORDIA 
From Depths of Woe I Cry to Thee 
highlow, pf 

CONCORDIA 

My Soul, Now Bless Thy Maker 
highlow, pf 

CONCORDIA 

O Lamb of God Most Holy 
highlow, pf 

CONCORDIA 

O Lord! Look down on Heaven 
highlow, pf 

CONCORDIA 

Salvation Now to Us has Come 
highlow, pf 

CONCORDIA 
6 Choralkonzerte (med diff) 
medmed, cont 

ed. Doormann 
BARENREITER(A: Magna) 

SCHELLE, JOHANN: (1648-1701) 

Ach, mein herziiebes Jesulein 
highhigh, cont 

ed. Sobering 
BREITKOPFL(A: Broude) 

SCHILLING, OTTO-ERICH: 

Uberall is Wonderland (cantata] 

SB, chamb orch/instr 

TONOS 

SCHLOSSER, PAUL: 

Chant de Noel (Dubus) 
medmed, pf 

DURAND (A. Presser) 
Pour la Fete des Meres 
highlow, pf (1 duet) 

DURAND (A; Presser) 

SCHMITT, CAMILLE: 

L'air d'Arlon 
SATB, pf 

CBDM (A: Elkan H) 

SCHMITT, FLORENT: 

A contre-voix (6) 

SATB, acap 

DURAND (A: Presser) 
Chant de Guerre Op. 63 
TBarB, pf 

DURAND (A: Presser) 
En bonnes voix Op. 91 (6) 

3 vcs/ 3 female vcs/ 3 male 
vcs, acap 

DURAND (A; Presser) 
Fables sans Morale 
SATB, acap 


Psalm 112 
SATB, acap 

DURAND (A: Presser) 

3 Duos Op. 136 
highmed, pf 

DURAND (A: Presser) 
3 Liturgies Joyeuses 
SATB, acap/org 

DURAND (A; Presser) 

3 Trios Op. 99 

SMezContr, pf 

DURAND (A; Presser) 

SCHOP, JOHANN: 

Vom Himmel hoch 
STB, org/hpscd 

BARENREITER (A; Magna) 

SCHOUWMAN, HANS: 

Nieuw Kerstlied Op. 71b 
SA, pf 

DONEMUS (A. Peters) 

4 Samenzangen 

SA, pf 

WAGENAAR (A: Elkan H) 
SCHROEDER, HERMANN: 

6 Christmas Songs for 2 Medium 
Voices 

2 med vcs, pf 

SCHOTTS (A; E-A) 

SCHUBERT, FRANZ: 

Complete Works (Vol 1-21) (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

UNIV MUSIC ED 
Complete Works (Vol 1-28) 
var instr and vocal combos 

KALMUS (A: Belwin) 
Der Hochzeitsbraten Op. 104 
STB, pf 

BREITKOPF W (A: Associated); 
BREITKOPF L(A: Broude) 
Kantate for 3 Male Voices 

3 male vcs, gtr 

BREITKOPF L(A: Broude) 
Nur wer die Sehnsucht kennt 
(DUETTENKRANZ Vol IV) 

ST, pf 

ed. Martiennsen PETERS 
Licht und Liebe (DUETTENKRANZ 
Vol IV) 

ST, pf 

ed. Martienssen PETERS 
Songs and Cantatas for Two or Three 
Voices (reprint of Boosey Ed) 
var (2-3) vcs, pf 

ed. Cansbacher; Mandyczewski 
DOVER 


DURAND (A: Presser) 
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SCHULZ, JOHANN ABRAHAM PETER: 
(1747-1800] 

StilleWelt 

med-highmedmed-!ow, stgs/4 stgs 

ed. Erdlen 
SIKORSKl (A: Associated] 

SCHUMANN, ROBERT: 

Berceuse 

ST/MezT, pf 

DURAND (A; Presser] 
Complete Works (reprint of Breitkopf 
Edition] 

var instr and vocal combos 

UNIV MUSIC ED 

12 Duos 

2 eqvcs, pf/instr 

DURAND (A; Presser] 
From MINNESPIEL Op. 101 
AB (1), pf 
ST (2], pf 

KALMUS (A: Belwin] 

Lied 

3 vcs, pf 

DURAND (A: Presser] 

Part Songs 

male vcs, acap 

GREGG (A: Kalmus] 

Part Songs 

mixed vcs, acap 

GREGG (A: Kalmus] 
Spanische Liebeslieder Op. 114(3] 

3 female vcs, pf 

KALMUS (A; Belwin) 
Spanisches Liederspiel Op. 74 
SS (2], pf 
SA (3], pf 
SATB (1], pf 
ST (1], pf 
TB (1), pf 

PETERS 

34 Duets 

SS, SA, ST, SBar, AB, TB, pf 

ed. Friedlander PETERS 

Vocal Duets 
var vcs, pf 

SCHIRMER 

SCHUTZ, HEINRICH: 

Short Sacred Concertos (med diff] 

Vol 3: SATB, cont 
4: 2 med vcs, cont 
5: 2 male vcs, cont 
6: SS, SA, AA, cont 
7: BB, 3B, B, cont 
8: SATB, SSATB, cont 
9; SSTT, SSSB, ATB, SSBB, 
cont 


10: SSATB, cont 
11: TTB, SST, cont 
12: SSB, SB, cont 
15: SS/TT, cont 
17: ST, SSB, SSTT, cont 
18: ATB, cont 
19: SATB, cont 
20: SA, cont 

ed. Hoffmann; Ehmann 
BARENREITER (A: Magna] 
Symphoniae Sacrae (3 Large Sets; 
several volumes in each Set] (LatGer] 
(diff] 

solos, var instr and vocal combos 

HANSSLER (A: Peters]; 
BROEKMANS (A: Peters]; 
ZIMMER (A: Peters]; 
BARENREITER (A: Magna]; 
BREITKOPF-W(A: Schirmer]; 
MUSICA RARA(A: Peters]; 
CONCORDIA; SCHIRMER; 
CRESCENDO; CHANTRY 

SENNES, H.: 

Ave Maria 
SA, org/pf 

BOHM 

SHAW, MARTIN: 

Matthew, Mark, Luke and John 

SS, pf 

CURWEN (A: Schirmer] 

SHIFRIN, SEYMOUR: 

A Renaissance Garland 

ST, rec, lute, perc, viol 

BOMART 

SHOSTAKOVICH, DMITRI: 

11 Chants HebraVques Op. 79 (Fr] 

SAT, pf 

CHANT (A: Belwin] 
Song Cycle (Jewish Folk Poetry] (11] 

Op. 79 (Ger] 

SAT, pf 

PETERS 

SIMONS, NETTY: 

Trialogue #1 (Thomas] 

ABar, via 

ACA; MERION (A: Presser] 
Trialogue #2 (Myselves Grieve] 

(Thomas] 

ABar, via 

ACA; MERION (A: Presser) 
Trialogue #3 (Now, Say Nay] (Thomas] 
MezBar, via 

ACA; MERION (A: Presser] 

SIMS, EZRA: 

In Memoriam Alice Hawthorne 
speaker, TBar, 4 cl, 2 mar, hn 


ACA 
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SINGER, JEANNE: 

Composer's Prayer 
SSA, pf 

AMC 

For the Night of Christmas 
SSA, pf 

AMC 

Winter Identity 
SS, pf 

AMC 

SINIGAGLIA, LEONE: 

Ninna Nanna di Cesu Bambino Op. 40 
#32 

SSS, 2fl, 2cl, hn, harp, tri 

CARISH (A; BOOSEY) 
SINART, HENRY THOMAS: 

The Lord is My Shepherd 
SA, pf 

SCHIRMER 

SMIT, LEO: 

La Mort (3) 

SA, pf 

DONEMUS (A: Peters) 
SMOLANOFF, MICHAEL: 

Here, 0 Israel 
B, SATB, stgs/pf 

SEESAW 


SOLER, JOSEP: 

Passio lesu Christi (Easter) 

SBar, via, cello, cemb, org 

MOECK (A; Belwin) 

SOURIS, ANDRE: 

Comptines pour Enfants Sinistres 
SMez, 3 instr 

ZERBONI (A: Boosey) 

SOWERBY, LEO: 

The Snow Lay on the Ground 
(octavo) 
highlow 

GRAY (A: Belwin) 


SPIES, CUUDIO: 

Animula Blandula, Vagula 
SATB 


BOOSEY 

5 Psalms (performable only as a unit) 
ST, fl, bsn, hn, mand, via, cello 

BOOSEY 

5 Sonnet-Settings 
SATB, pf 

OFC 


STAINER, JOHN: 

Love Divine (from DAUGHTER OF 
JAIRUS) 

ST, pf 


Love Divine (from DAUGHTER OF 
JAIRUS) 

A Bar, pf; AT, pf 

SCHIRMER 

STANFORD, CHARLES VILLIERS: 

The Lark's Grave 

2 vcs, pf (orch also) 

ROBERTON (A; Presser) 

STARER, ROBERT: 

Cantamus 

SBar, pf (vin obblig) 

ISRAELI (A; Broude) 


STEDRON, MILOS: 

Sic et Non 

TB, pic, ob, tmb, tuba 

CZECH 

STEFFANI, AGOSTINO: 

Come, Ye Children, and Harken to Me 
2 med-high, pf 

CONCORDIA 

STERN, HERMANN: 

Hinunter ist der Sonnenschein 
SA, 2 S rec, cont 

HANSSLER (A; Peters) 
STOCKHAUSEN, KARLHEINZ: 

Stimmung 

Narr, SSATTB, acap 

UNIVERSAL (A: E-A) 
STOLL, HELENE MARIANNE: 

Der Morgenstern is aufgedrungen 
(sacred cantata) 

ST, ob/vin, org 

HANSSLER (A: Peters) 
STRUTIUS, THOMAS: (1621-1678) 

Resonet in Laudibus (sacred) (LatGer) 
SSB, 2 vln, cont 

ed. Grusnick 
BARENREITER (A: Magna) 

SWANN, DONALD: 

jubilate Domino 
highmed, pf 

GALAXY 

SWEELINCK, JAN PIETERSZOON: 
(1562-1621) 

Collected Works Vol 1-10 (reprint of 
Breitkopf Edition) 

var (2-8) vcs, acap/instr 

UNIV MUS ED 

Rimes Francoises et Italiennes a deux 
Parties (med diff) 

SA, org 

ed. Hinnenthal 
BARENREITER (A: Magna) 


NOVELLO 
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SYDEMAN, WILLIAM: 

Full Circle 

SAB, cl, cello, tmb, perc, pf/org 

SEESAW 

TALLIS, THOMAS: 

15 Anthems (Vol 1, 2) 
var (5-7) vcs, acap 

KALMUS (A: Belwin) 

Glory to Thee, My God, This Night 

(med easy) 

round, any vcs 

OXFORD 

God Be Merciful 
SATB, org 

NOVELLO 

Hear the Voice and Prayer 
SATB, acap 

NOVELLO 

19 Anthems (Vol 1-4) 
var (3-6) vcs, acap 

KALMUS (A; Belwin) 

Salvator Mundi (motet) 
trebATTB, org 

OXFORD 

16 Cantiones Sacrae (Vol 1, 2) 
trebdescantcounterTTB, acap 

KALMUS (A: Belwin) 

The Lamentation of Jeremiah 
male (ATTBB) vcs, acap 

OXFORD 

Te Deum 

SAATB, org 

OXFORD 

TALMA, LOUISE: 

Carmina Mariana 
SS, pf 

LIBE C 


TATE, PHYLLIS: 

Nocturne for 4 Voices (cantata) 

(Keyes) (diff) 

STBarB, stqt, bvl, bcl, cel 

OXFORD 

Victorian Garland (Arnold) (diff) 

SA, hn, pf 

OXFORD 


TELEMANN, GEORG PHILIPP: 

Gesegnet ist die Zufersicht (sacred 
cantata) (med diff) 

TB/SB, 2 S rec, 2 vln, cont 
ed. Durr BARENREITER (A: Magna) 
Ich folge dir (from LIEDER UND 
ARIEN FOR HIGH VOICE 
AND CONTINUO) 

ST, pf 

ed. Degen 
BARENREITER (A: Magna) 


THIELE, SIEGFRIED: 

Dieweil auch Heuer nach Advent 
SA, 2 S rec, cont 

HANSSLER (A: Peters) 

THIMAN, ERIC HARDING: 

Apple Blossom (octavo) 

SSA, pf 

CURWEN (A: Schirmer) 
Fain Would 1 change that Note (oc¬ 
tavo) 

SSA, pf 

CURWEN (A: Schirmer) 
Morning Song (octavo) 

SA, pf 

CURWEN (A: Schirmer) 
Summer Breeze (octavo) 

SSA, pf 

CURWEN (A; Schirmer) 
The Wee Road from Cushendall 

SS, pf 

CURWEN (A: Schirmer) 
Winter Nativity (octavo) 

SSA, pf 

CURWEN (A: Schirmer) 

THOMAS, ARTHUR GORING: 

Sunset 

ST, pf 

CRAMER (A: Brodt) 

THOMPSON, RANDALL: 

My Soul doth Magnify the Lord (Xmas) 
S, opt, SABT, pf 

SCHIRMER EC 

THOMSON, VIRGIL: 

Capital Capitals (Stein) 

4 male vcs, pf 

NYP LIBE, LIBE C 
Collected Poems for Soprano and Bass 
(Koch) 

SB, pf 

SOUTHERN PEER 

TREMBLAY, G.: 

Kekoba 

SMezT, ondes Martenot, perc 

SEESAW 

TRUNK, RICHARD: 

Idylls Op. 81 (GerEng) 

SBar, pf 

LEUCKART (A: Associated) 
VAUGHAN WILLIAMS, RALPH: 

Serenade to Music (Shakespeare) 

16 vcs, pf/orch 

OXFORD 

Song of the Leaves of Life and the 
Waters of Life (easy) 

SS/SA, pf 

OXFORD 
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VECCHI, ORA2IO: 

Arie, Canzonette e Balli a tre, a 
quattro, e a cinque voci con liuto 
(Chilesotti) 

var (3-5) vcs, lute 

FORNI 

VELLONES, PIERRE: 

2 Poemes de Paul Fort 
MezBar, pf 

DURAND (A: Presser) 

2 Quartets 
SSAA, acap 

DURAND (A; Presser) 

VEROVIO, S,: 

Diletto Spirituale (sac) 

SATB, cem, lute 

FORNI 

VIERDANCK, JOHANN: (1610-1646) 

Ich verkundige euch grosse Freude 
(Christmas Cantata) (med easy) 

SS/TT, 2 vin, cont 

ed. Engel 
BARENREITER(A: Magna) 
Lobe den Herren (sacred) (med easy) 
SSS/TTT. cont 

ed. Erdmann 
BARENREITER(A; Magna) 
Lo, I Bring Tidings 

med-highmed-low, 2 fl/2 vln/2 rec 

FISCHER j (A; Belwin) 
Mein Herz ist bereit (sacred) (med) 
SS/TT, 2 vIn, cont 

ed. Erdmann 
BARENREITER (A; Magna) 
Siehe, wie fein und lieblich ist's 
(sacred) (med) 

SS/TT, 2 vin, cont 

ed. Engel 
BARENREITER (A: Magna) 
VIVALDI, ANTONIO: 

La Gloria e Imeneo 
SMez, stgs, cont 

ed. Blanchard JOBERT (A: Presser) 
VITALE, FILIPPO: 

S'il Sole si scosta (from 
LA FLORA- Vol 3) 
medmed, pf 

ed. Jeppesen HANSEN (A; Magna) 
WEIGL, KARL: 

5 Duets 
SBar, pf 

ACA 


Vy/ELCKER, MAX: 

Trauungslied 
SBarT, org 

BOHM 

WESTERGAARD, PETER: 

Cantata 1 (The Plot Against 

the Giant) (Stevens) 

Women's vcs, 3 instr 

E-A 

WHITE, ROBERT: (1535-1574) 

Anthems Vo! 1-4 
var (4-8) vcs, acap 

KALMUS (A; Belwin) 

Lamentations 

var (S-6) vcs, acap 

KALMUS (A; Belwin) 

Libera me, domine 
SATB, org 

NOVELLO 

Magnificat 

trebATTBB, acap 

KALMUS (A; Belwin) 

WIDOR, CHARLES: 

Pater Noster 
ST, pf 

HEUGEL (A: Presser) 

WILLAN, HEALY: 

Rejoice Greatly 
highlow, pf/org 

CONCORDIA 

When the Herds Were Watching 
med-highmed-low, pf/org 

CONCORDIA 

WILLIAMS, W.S. GWYNN: 

Suo-Can (EngWelsh) 

SA, pf 

CURWEN (A: Schirmer) 

WILLIAMSON, MALCOLM: 

Death of Cuchulain (Yeats) (22 min) 
AATBarB (all male vcs), perc 

B005EY 

WOLF, HUGO: 

Italienisches Liederbuch 

performable by 1 male, 1 female 

VC, pf 

PETERS 

WUORINEN, CHARLES: 

Madrigale Spirituale 1960 
TBar, 2 ob, pf, 2 vin 

ACA 

On the Raft 
MezMez, pf 

ACA 


The Door in the Wall 
MezMez, pf 


ACA 
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XENAKIS, IANNIS: 

N'shima 

MezMez, 5 instr 

BOOSEY 

ZAIMONT, JUDITH: 

Songs of innocence (Blake) (4) 

ST, fi, cello, harp 

OFC 

ZENTNER, WILHELM: 

Gloria 
SA, org 

PETERS 


Vocal Ensemble Anthologies 

ALBUM OF DUETS 
ST, pf 

SCHIRMER 

ALBUM OF GREAT DUETS FROM THE 
MASTERS 

Vol 1; S with other vcs 
Vol 2: Mez with other vcs 
Vol 4; Bar/B with other vcs 

ed. Wilkins SCHIRMER 
ALBUM OF 16 SACRED DUETS 
2 vcs, pf 

SCHIRMER 

ANTHOLOGIES OF RENAISSANCE 
MUSIC 

var vcs and/or instr 

ed. Thomas LPME (A; Galaxy) 

ANTICHE CANTATE D'AMORE 
(some duets) 

1-2 vcs, pf 

ed. Vatielli BONGIOVANNI 
(A; Belwin) 

ANTICHE GEMME ITALIANE (It) 

1-2 vcs, pf 

ed. Parisotti RICORDI (A; Schirmer) 
ANTICHE GEMME ITALIANE (It) 

1-3 vcs, pf (SSContrB, 4 duets, 

1 trio) 

RICORDI; NYP LIBE 
AS YOU LIKE IT (Ger) (Early English) 

1-4 vcs, lute, gtr, pr (BBBB, SSA, 
highhigh, med) 

ed. Stevens 
HINRICHSEN (A; Peters) 

BEL CANTO ALBUM (16th to 18th 
centuries) (It) Vol 1, 2 
SS/TT/SA, pf 

ed. Landshoff PETERS 
BICINIA FROM GIAREANUS' 
DODECACHORDON 

2 vcs and/or 2 solo instr 

ed. Frei BARENREITER (A: Magna) 


ZILCHER, HERMANN: 

Chiemsee—Terzette Op. 46 
SAA, pf 

BREITKOPF W (A: Associated) 
Deutsches Volksliederspiel 
SATB, pf 

BREITKOPF L (A: Broude) 


CANTI DELLA TERRA D'ABRUZZO 

2 vcs, pf 

ed. Montanaro 
RICORDI (A: Schirmer) 
CHOICE VOCAL DUETS 
SA, ST, AT, TB, pf 

DITSON (A: Pressed 

DUET ALBUM 

highmed, pf 

ed. Morris; Anderson BOOSEY 

DUETS FOR TWO FEMALE VOICES (Vol 

1 , 2 ) 

Vol 1: Carissimi to Beethoven 
Vol 2: Beethoven to Kodaiy 

ed. Forrai BOOSEY 

DEUTSCHE VOLKSLIEDER Vol 1, 2 Op. 

143 

2 vcs, pf 

arr. Herrmann 
SCHAUER (A: Associated) 
DUETTENKRANZ 

Vol 1; 18 secular duets (Ger It) SS, 
SA, pf 

Vol 2: 14 secular duets (Ger It) SS, 
SBar, SB, ABar, AB, pf 
Vol 3:15 opera duets (Ger It) ST, 
SBar, SB, AT, pf 

Vol 4; 12 opera duets (Ger It) SS, 
SMez, SA, pf 

ed. Martienssen PETERS 

DOUZE DUOS 

2 vcs, pf 

DURAND (A: Presser) 

EARLY ITALIAN GEMS OF THE 16th AND 
17th CENTURIES (4 duets, 1 trio) 

1-3 vcs, pf 

COLOMBO (A; Belwin) 

ECHOS DE FRANCE Vol 1-3 

1-3 vcs, pf 

DURAND (A: Presser) 
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8 POLISH CHRISTMAS CAROLS 
2 vcs, pf 

ed. Malin MARKS (A; Belwin) 
18 ITALIAN CHAMBER DUETS FROM 
THE 17th AND 18th CENTURIES 

SS (9); SS/SA (7); SS/ST (1); SS/TT (3) 
ed. Landshoff PETERS 
ENGLISH AYRES, ELIZABETHAN 
AND JACOBEAN 
2 vcs, lute 

ed. Warlock, Wilson OXFORD 
ENGLISH SONGS AND DIALOGUES (16th 
and 17th centuries) (Book I, II) 

2 vcs, pf 

ed. Dolmetsch BOOSEY 
48 DUETS (17, 18th, 19th centuries) 
medmed, acap 

ed. Prahl SCHIRMER 
GREAT DUETS FROM THE MASTERS Vol 
1-4 

S, with other vcs, pf 

ed. Wilkins; Wilkins SCHIRMER 
HANDEL DUETS (Vol 1, 2) (35 duets, 

4 trios) 

SA, SS, SB, pf 

GREGG (A: Kalmus) 

ITALIAN CHAMBER DUETS (It) 

2 vcs, pf 

ed. Landshoff PETERS 

ITALIAN VOCAL DUETS FROM 
EARLY 18th CENTURY 

2 vcs, pf 

ed. Saville SCHIRMER 
LA FLORA (Vol 3) (18 duets) 

2 vcs, pf 

ed. Jeppesen HANSEN (A; Magna) 

LIEDER DER WEIHNACHT (Christmas) 

( 100 ) 

opt 2 vcs, pf 

BREITKOPF W (A; Associated) 

MOTETS A JOUER SUR LE PIPEAU (13th 
century) 

2 vcs, or instr 

L'OISEAU 

MOTETS DU TREIZIEME SIECLE 

3 vcs or instr 

L'OISEAU 

NEW SACRED SOLOS AND DUETS 

1-2 vcs, pf 

LILLENAS 

40 NOELS ANCIENS 

med, pf/org (2nd vc ad lib) 

ed. Roques DURAND (A: Pressed 
PREMIERE LIVRE DE CHANSONS A 
DEUX PARTIES (Vol 1, 2) (ed 16th century: 
LeRoy; Ballard) 

mecl-highmed-high/2 instr/acap 

ed. Robson LPME (A: Galaxy) 


SACRED DUET MASTERPIECES 

highlow. pf; medlow, pf; highhigh, 

ed. Fredrickson FISCHER C 
SACRED DUETS (Shakespeare) (Cer) 
highhigh, pf; highlow, pf 

PRESSER 

SACRED DUETS FOR ALL VOICES (Ger) 

2 vcs, pf 

PRESSER 

SACRED DUETS VoL 3 

2 vcs, pf 

LILLENAS 

SACRED DUETS FOR EQUAL VOICES 

2 vcs, pf 

ed. Cassler AUGSBURG 
SACRED TRIOS FOR SOPRANO 
AND ALTO Vol 2 

3 female vcs, pf 

WORD 

SCHIRMER'S FAVORITE SACRED DUETS 

var vcs, pf 

SCHIRMER 

SCHIRMER'S FAVORITE SECULAR DUETS 
FOR VARIOUS VOICES 

var vcs, pf 

SCHIRMER 

16 SACRED DUETS 

var vcs, pf 

SCHIRMER 

SING TRIOS (Vol 1, 2) 

3 vcs, pf 

WORD 

SIX POPULAR VOCAL DUETS 

SA, pf 

LEONARD ENG (A: Brodt) 
6 STANDARD ENGLISH SONGS 
TBar/TB, pf; SMez/SA, pf 

ASHDOWN 

SONGS FOR YOUNG PEOPLE 

1-2 vcs, pf 

COLOMBO (A; Belwin) 

SONGS OF THE LEAVES OF LIFE (from 
PILGRIM' PROGRESS) (sacred) 

2 vcs, pf 

OXFORD 

10 POPULAR SPANISH SONGS 

3 male vcs, acap 

UME (A: Associated) 

TERZETT-ALBUM 

var combos of 3 vcs, pf 

PETERS 

THE PARISIAN CHANSON (Vol 1-9) 

var vcs and/or instr 

ed. Thomas LPME (A: Galaxy) 
THE RENAISSANCE BAND 
Vol 4; 12 Chansons 
var vcs and/or instr 
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THE RENAISSANCE BAND:(confd.) 

Vol 5: 12 German Songs of Regnart 
and de Vento 

var vcs and/or instr 
Vol 7; 10 Madrigals and Villanelle 
by IGth-century Italian composers 
var vcs and/or instr 

ed. Thomas LPME (A; Galaxy) 
38 MODERN CANONS 
2-5 vcs, pf 

ed. Reichenback MUSIC PRESS 
3 CAROLS FOR CHRISTMAS (easy) 
medhigh, pf; medlow, pf 

arr. Grundman BOOSEY 
20 CHOICE VOCAL DUETS FOR 
VARIOUS VOICES 
2 vcs, pf 

DITSON (A; Presser) 

25 DUETS FOR SOPRANO AND BASS 
OR BARITONE 

SB/Bar, pf 

ed. Hauptner UNIVERSAL (A: EA) 


25 DUETS FOR SOPRANO 
AND TENOR 

ST, pf 

ed. Hauptner UNIVERSAL (A; EA) 
25 DUETS FOR TWO WOMEN'S VOICES 
2 female vcs, pf 

ed. Hauptner UNIVERSAL (A; EA) 

2-PART STYLINGS (Vol I, II) (sacred) 

2 vcs, pf 

LILLENAS 

VALES OF KINTORE 

A Bar, pf; SBar, pf 

ASHDOWN 

VOLKSLIEDER FOR TWO VOICES AND 
PIANO 

2 vcs, pf 

ed. Becker PETERS 
4 DIALOGUES (Early English) 

ST, cont (2); TB, cont (1); SB, 
cont (1) 

PENN STATE 
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ABBADO, MARCELLO: 

15 Poesie T'ang 

Mez, fl, ob, cello, pf 

2ERBON1 (A; Boosey) 

ABBEY, H.: 

4 Mountain Carols 

med, pf 

MERCURY (A: Presser) 
ABBOTT, FRANCIS HARRIS: 

8 Negro Songs from Bedford County, 
Virginia 
med, pf 

ed. Swan NYP LI BE 
ABENDROTH, WALTHER: 

3 Lieder Op. 2 (med diff) 
med, pf 

WILLY MULLER (A: Peters) 
3 Lieder Op. 3 (med diff) 
low, pf 

WILLY MULLER (A: Peters) 

5 Lieder Op. 12 

high, pf 

SlKORSKl (A: Associated) 
Holty-Trilogie Op. 25 (3) 

Bar, pf 

SlKORSKl (A; Associated) 
Trakl-Trilogie Op. 29 (3) 

Bar, pf 

SlKORSKl (A: Associated) 


ABRAMSON, ROBERT: 

3 Old Songs Resung 
med, pf 

MERCURY (A: Presser) 

ABRIL, A. G.: 

Coleccion de Canciones Infancies 
med, pf 

ed. Muelas UME (A: Associated) 
ABSIL, jEAN: 

Cache-cache Op. 117 
med, pf 

CBDM (A: Elkan H) 

5 Melodies 

Mez (1); Mez/Bar (2); T (1); S/T (1); 
stqt/pf 

CBDM (A; Elkan H) 
2 Melodies Op. 12, 29 
S/T, pf (1); Mez, pf (1) 

CBDM (A: Elkan H) 
2 Poemes de Francis Jammes Op. 53 
S/T, pf 

CBDM (A: Elkan H) 
Enfantines Op. 52 (Ley) (5) 
med, pf 

CBDM (A: Elkan H) 
Heure de Grace Op. 98 (Careme) 

S/T. pf 

CBDM (A: Elkan H) 
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Le Chapeau Chinois Op. 64 (Franc- 
Nohain) (3) 

T, pf 

CBDM (A: Elkan H) 
4 Poemes de Maeterlinck Op. 12 
Mez/Bar (3), pf; S/T (1) 

CBDM (A: Elkan H) 
Reves Op. 80 (Lyr) (3) 
med, pf 

CBDM (A: Elkan H) 

3 Poemes de Tristan Klingsor Op. 45 

med, pf 

CBDM (A: Elkan H) 
ADAM, ADOLPHE-CHARLES: 

4 Arias for Coloratura Soprano (Fr) 

Cols, pf 

RECPUB 

ADAMS, LESLIE: 

5 Millay Songs (Millay) 

VC, pf 

OFC 

ADLER, SAMUEL 

4 Poems of James Stephens 

high, pf 

OXFORD 

2 Songs for 3 Years 

med, pf 

BOOSEY 

AHRENS, SIEGLINDE: 

3 Songs on Latin Psalm Texts (diff) 

B, org 

WILLY MULLER (A: Peters) 
AITKEN, HUGH: 

Fables 

STTB, fl, 2 ob, bsn, stg qnt 

ELKAN V (A: Presser) 

ALBANESE, GUIDO: 

5 Liriche 

high, pf 

BONGIOVANNI (A; Belwin) 
ALBENIZ, ISAAC: 

4 Melodies (Coutts) (FrEng) 

S, pf 

SALABERT 

6 Balladas (It) 

med, pf; high, pf 

UME (A: Associated) 

2 Lieder (Fr) 
med, pf 

SCHOTTS (A: E-A) 

ALBERT, HEINRICH: 

Ausgewahite Arien (Ger) 
var (1-2) vcs, cont 

CONCORDIA 


Elf Lieder (easy) 

high, pf/hpscd and lute 

BARENREITER (A: Magna) 
12 Duets for 2 Equal and Mixed Voices 
med-high nned, cont 

ed. Noack 
BARENREITER (A; Magna) 

ALEXANDER, JOSEF: 

Songs for Eve (MacLeish) Vol 1, 2 
high, pf 

GENERAL (A: Schirmer) 


ALFANO, FRANCP: 

Nuove Liriche Tagoriane (2) (It) 

Mez/Bar, pf (1); S/T, pf (1) 

RICORDI (A: Schirmer) 

7 Liriche 

med-high, pf 

CURCI 

3 Liriche 

Mez/Bar, pf 

ZERBONI (A; Boosey) 

3 Nuovi Poemi 
S, pf 

ZERBONI (A; Boosey) 


AMES, W. T.: 


2 Songs on Texts by Robert Frost 
med, pf 


ASSOCIATED 


(A: Schirmer/Associated) 


AMRAM, DAVID; 

5 Shakespeare Songs (TWELFTH 

NIGHT) 
high, pf 

PETERS 

3 Songs for America (diff) (8 min) 

B, pf; B, fl, ob/enghn, cl/bcl, hn, 
bsn, 5 stgs 

PETERS 

ANCELIN, PIERRE: 

Poemes de Guerre 
Bar, pf/instr 

JO BERT (A: Presser) 


ANDERSON, BETH: 

Swatches (5) (diff) 

Dram S, acap 

ACA 


ANDERSON, T. J.: 

Block Songs (Lomack) 
med, pf 

ACA 

ANDRIESSEN, HENDRIK: 

3 Romantic Songs 
Mez, fl, ob, pf 

DONEMUS (A: Peters) 
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ANDRIESSEN, HENDRIK:(cont'd.) 

3 Pastorales 
Mez, pf 

ROSSUM (A: Peters) 

3 Sonnets Spirituels 

high, org 

DON EMUS (A: Peters) 

2 Lieder 

med, pf 

ALSBACH 

ANDRIESSEN, JURIAAN: 

5 Spanish Songs 
Bar, pf 

DON EMUS (A; Peters) 

4 English Songs 

T, pf 

DON EMUS (A: Peters) 
ANDRIESSEN, WILLEM: 

3 Liederen 

Mez, pf/instr 

ALSBACH (A: Peters) 

ANGELINI, LOUIS: 

Songs of Nod 
low, fl/ob 

AMC 

ANTHEIL, GEORGE: 

Songs after Adelaide Crapsey (5) 

S, pf 

BOOSEY 

ANTILL, J.: 

5 Australian Lyrics 

med, pf 

BOOSEY 

ANTONIO, JOSE: 

3 Cantigas de Alphonse X (SpFr) 
med, pf 

ESCHIG (A: Associated) 
ANTONIOU, THEODORE: 

Parodies (Ball) (6) (very diff) 

Bar, pf (with actions) 

BARENREITER (A; Magna) 
Stimmung der Abwesenheit 
(LatEngGreek) 
med, pf 

BARENREITER (A: Magna) 

APIVOR, DENIS: 

6 Canciones de Federico Garcia Lorca 
Op. 8 

med-high, gtr 

BERBEN (A: Presser) 
APOSTEL, HANS ERICH: 

3 Gesange Op. 15 (DIE LIEDER VON 
TRAUM UND TOD) 
med, pf 


5 Lieder Op. 3 
low, pf 

UNIVERSAL (A: E-A) 

5 Lieder Op. 9 
low, pf 

UNIVERSAL (A; E-A) 

5 Lieder Op. 22 

med, fl, bcl, bsn 

UNIVERSAL (A: E-A) 

ARDEVOL, JOSE: 

Versos Sencillos (MartO (7) 

S, pf 

COLOMBO (A: Belwin) 

ARENSKY, ANTON: 

6 Children's Songs (EngFr) Op. 59 

med, pf 

CHESTER (A: Magna) 

ARGENTO, DOMINICK: 

From the Diary of Virginia Woolf 
Mez, pf 

BOOSEY 

6 Elizabethan Songs (diff) 
high/T, pf 

BOOSEY 

To Be Sung Upon the Waters 

(Wordsworth) 

high, pf, cl, opt bcl 

BOOSEY 

ARKHIMANDRITOV, B.: 

A Diary (Russ) 

Bar, pf 

MEZ KNIGA 

ARMA, PAUL: 

6 Pieces for Solo Voice 
med, acap 

NEW MUSIC (A: Presser) 

ARNE, THOMAS: (1710-1778) 

Delia (cantata) (4) 
high, pf 

SCHIRMER 

The Morning (cantata) (5) 
high, pf 

SCHIRMER 

20 Songs by Arne 
var vcs, pf 

ed. Barrett NYP LI BE 

ARNOLD, MALCOLM: 

5 William Blake Songs 
A, stgs 

EMI 

2 John Donne Songs 
med-high, pf 

ROBERTON (A: Presser) 


DOBLINGER (A: Associated) 
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ARRIEU, CLAUDE: 

Chanson de Philippe Soupault (5) 
med-high, pf 

AMPHION (A: E-A) 
Le Sable du Sablier (5) 
med-high, pf 

AMPHION (A: E-A) 
Poemes de Louise de Vilmorin (5) 
med-high, pf 

AMPHION (A: E-A) 

ARRIGO, GIROLAMO: 

Episodi 
S, 4fl 

HEUGEL (A: Presser) 

ASHLEY, DERICK: 

4 Sacred Songs 

A, pf 

NOVELLO 

ASTON, PETER: 

5 Songs of Crazy Jane 

S, acap 

NOVELLO 

ATOR, JAMES: 

4 Haiku Settings 

S. pf 

SEESAW 

AUBERT, LOUIS FRANCOIS-MARIE: 

Crepuscules d'Automne (Toussaint) (6) 
med, pf/instr 

DURAND (A; Presser) 

12 Chants (FrEng) 
med, pf; high, pf 

DURAND (A: Presser) 
Poemes Arabes (Toussaint) (6) 

Mez, pf 

DURAND (A; Presser) 
Rimes Tendres (Silvestre) (3) 
high, pf; low, pf 

DURAND (A; Presser) 
3 Chansons Francaises (folk) 
high, pf; med, pf 

DURAND (A; Presser) 
3 Chants HebraVques (HebFr) 
med/low, pf 

DURAND 

AURIC, GEORGES: 

5 Chansons de Lise Hirtz (Fr) 

high, pf 

HEUGEL (A: Presser] 
5 Poemes de Gerard de Nerval 
med, pf 

HEUGEL (A: Presser) 
8 Poemes de jean Cocteau 
med, pf 

ESCHIG (A; Associated) 


Song Cycles, Sets, and Collections 

L'Alphabet (Radiguet) (7) 
med, pf 

ESCHIG (A: Associated) 
Les joues en Feu (Radiguet) (3) 
med, pf 

NYP LI BE 

4 Chants de la France Malheureuse 
(Eluard, Aragon) (EngFr) 
med, pf 

SALABERT 

4 Poemes de Georges Cabory 
med, pf 

ESCHIG (A; Associated) 
6 Poemes de Paul Eluard 
med, pf 

HEUGEL (A: Presser) 
3 Caprices (de Banville) 
med, pf 

HEUGEL (A: Presser) 

3 Interludes 
high, pf 

ESCHIG (A: Associated) 
3 Poemes de Leon-Paul Fargue 
med, pf 

ESCHIG (A: Associated) 
3 Poemes de Louise de Vilmorin 
med, pf 

ESCHIG (A: Associated) 

3 Poemes de Max Jacob 

med, pf 

HEUGEL (A: Presser) 
AVIDOM, MENACHEM: 

4 Songs of Eilat (EngGer) 

med, pf 

ISRAELI (A: Broude) 
AYALA PEREZ, DANIEL 

4 Canciones 

med, pf 

SOUTHERN PEER 

AZPIAZU, JOSE DE: 

5 Popular Spanish Songs (Sp) 

med-high, gtr 

UME (A: Associated) 

BABADJANJAN, ARNO: 

16 Songs (Russ) 
med, pf 

SIKORSKI (A; Associated) 
BABBITT, MILTON: 

A Solo Requiem (Shakespeare, 

Hopkins, Meredith, Stamm, Dryden) 

S, 2 pf 

PETERS 

Du (Cer) 

S, pf 

BOMART 
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BABBITT, MILTON: (cont'd.) 

The Widow's Lament in Springtime 
(Williams) 

Mez, pf 

BOMART 

2 Sonnets 

Bar, cl, via, cello 

PETERS 

BACH, C.P.E.: (1714-1788) 

Geistliche Oden und Lieder (Gellert) 

(30) 

med to high, pf 

PETERS 

BACH, JOHANN CHRISTIAN: (1735-1782) 
Concert and Opera Arias 
high/med, pf, opt fl/ob/vln 

ed. Landshoff PETERS 

4 Scotch Songs 

med, 2 vln, via, 2 fl, cello, ob, pf, 
bsn 

arr. Bach; ed. Fiske 
SCHOTT (A: E-A) 

6 Italienische Duette Op. 4 (Set 1, 2) 

SS, pf 

BREITKOPF W (A; Associated) 

BACH, JOHANN CHRISTOPH 
FRIEDRICH: (1732-1795) 

Die Amerikanerin 
T, stgs, cem 

ed. Walter 
BREITKOPF L (A: Broude) 
BACH, JOHANN SEBASTIAN: 

Amore Traditore 
B, pf 

BROUDE 

Anna Magdalena Notenbuch 
high, pf; low, pf 

PETERS; BREITKOPF L (A; Broude) 
Aria Album aus Kantate (Ger) 

Vol 1: S, pf; Vol 2: A, pf; Vol 3: T, 
pf; Vol 4: B, pf 

PETERS 

Arias for Soprano 
S, pf 

ed. Taylor SCHIRMER 
Ausgewahite Aden fur Alt Vol 1, 2, 3 

A, inst, pf/org 

BREITKOPF L (A; Broude) 
Ausgewahite Arien fur Bass Vol 1 

B, inst, pf/org 

BREITKOPF L (A; Broude); KALMUS 
Ausgewahite Arien fur Sopran Vol 1-4 

S, inst, pf/org 

BREITKOPF L (A: Broude) 
Ausgewahite Arien fur Tenor Vol 1, 2, 3 

T, instr, pf/org 

BREITKOPF L (A; Broude); KALMUS 


5 Sacred Songs 
med, org 

SCHIRMER EC 

5 geistliche Lieder 
high, pf 

ed. Britten 
BARENREITER (A: Magna) 
Geistliche Lieder (GerEng) 
high, pf 

FABER (A: Schirmer) 
Geistliche Lieder und Arien (Ger) 
high, pf 

BREITKOPF W (A: Associated) 
Geistliche Lieder und Arien aus 
Schemellis Gesangbuch und dem 
Notenbuch der Anna Magdalena 
Bach (83) 

high, pf; low, pf 

CONCORDIA 

Schemelli Song Book (69 sacred and 
secular songs and arias) (Ger) 
var vcs, pf (original clefs) 

PETERS 

20 Sacred Songs 
S/T, pf 

ed. Franz NOVELLO 
25 Sacred Songs (GerEng) 
med-high, pf 

ed. Grossman INTERNATL 
20 geistliche Lieder 

high, pf/org; low, pf/org 

ed. Franz 
LEUCKART (A: Associated) 

BACKER-GRONDAHL, AGATHE URSULA: 

4 Songs (Ger) 
med, pf 

NORSK (A: Magna) 
7 Songs (GerNor) Vol 1, 2 
med, pf 

NORSK (A: Magna) 
3 Songs (EngNor) Op. 14 
med, pf 

NORSK (A: Magna) 
3 Songs (Nor) Op. 18 
med-high, pf 

NORSK (A: Magna) 

BACKER-GRONDAHL, FRIDTJOF: 

3 Sanger Op. 14 (NorEng) 
high, pf 

NORSK 

7 Sanger Op. 16 Part II (Morgenstern) 
high/med, pf 

NORSK 


BACON, ERNST: 

Along Unpaved Roads (8) 
med, pf 


NYP LI BE 
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Quiet Airs (Dickinson) (12) (not a cycle) 
high, pf 

MERCURY (A: Presser) 

6 Songs 

med/low, pf 

NEW MUSIC (A: Presser) 

BAD*NGS, HENK: 

Chansons Orientales (Chinese poems) 

(4) (Fr) 

med-high, pf 

DONEMUS (A; Peters) 

3 Liederen (Ger) 

med, pf 

DONEMUS (A; Peters) 
8 Songs (cunimings) 
med, pf 

DONEMUS (A; Peters) 

4 Cradle Songs (Dutch); 

low, stgs 

DONEMUS (A: Peters) 
Pastorale pour Jeanette (3) 
high, pf 

DONEMUS (A; Peters) 

6 Lechler Lieder 

low, pf 

DONEMUS (A: Peters) 
3 Old Dutch Songs 
Bar/A, fl, harp 

DONEMUS (A: Peters) 

3 Sacred Songs from Old English Texts 
(Eng) 

A, ob, org 

DONEMUS (A: Peters) 

3 Songs from Rilke 

med, pf 

DONEMUS (A; Peters) 

2 Lieder von Charles Vildrac (Fr) 

Mez, pf 

DONEMUS (A: Peters) 

BAKER, DAVID: 

Song Cycle (10) 

VC, pf 

OFC 

The Black Experience 
high, pf 

IND U LIBE; OFC 

The Optimist (5) 

VC, pf 

OFC 

BAKSA, ROBERT: 

7 Songs to Poems of Emily Dickinson 

med, pf 

COMP LIBE ED (A: Broude) 
BAL Y GAY, JESUS: 

4 Pieces for Medium-High Voice 
(SpEng) 

med-high, pf 


BALADA, LEONARDO: 

Tres Epitafios (Quevedo) 
high, pf 

GENERAL (A: Schirmer) 
Tres Cervantinas (Cervantes) 
high, pf 

GENERAL (A: Schirmer) 

BALLOU, ESTHER: 

5 Songs (Peck) (20 min) 

S, pf 

ACA 

Jade Garden 
S, pf 

OFC 

Love Songs 
S, pf 

OFC 

Street Scenes (Champers) (7 min) 

S, pf 

ACA 

BANTOCK, GRANVILLE: 

3 Idylls 

A, fl, opt cello 

CRAMER (A: Brodt) 

BARAB, SEYMOUR: 

4 Songs 

med, pf 

BOOSEY 

Songs of Perfect Propriety (Parker) (12) 
(easy) 

med, pf/orch 

BOOSEY 


BARBER, SAMUEL 

Collected Songs (through 1955) 
high, pf; low, pf 

SCHIRMER 

Despite and Still Op. 41 (5) (diff) 
high, pf; med, pf 

SCHIRMER 

Hermit Songs Op. 29 (Irish texts) (10) 
(diff) 

high, pf; low, pf 

SCHIRMER 

Knoxville, Summer of 1915 
S, pf/orch 

SCHIRMER 

Melodies Passageres Op. 27 (Rilke) (5) 
high, pf; low, pf 

SCHIRMER 

Songs Op. 45 (3) 
high, pf 

SCHIRMER 

BARBIER, RENE: 

5 Melodies (Donies) 

S (4), Mez (1), pf 

DURAND 


SOUTHERN PEER 
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BARRAUD, HENRY: 

Chansons de Gramadoch (Hugo) (3) 
med, pf 

AMPHION (A: E-A) 

4 Poemes de Lanza del Vasto 

med-high, pf 

AMPHION (A; E-A) 

BARTLET, JOHN: 

A Book of Ayres 

med med-high (1-2) vcs 

STAINER (A: Galaxy) 

BARTOK, BELA: 

Der Junge Bartok Vol 1 (HungGer) 
high/med, pf 

SCHOTTS (A: E-A) 

8 Hungarian Folk Songs (EngGer) 
all vcs, pf 

BOOSEY 

5 Songs Op. 16 (Endre) (EngGer) 

med, pf 

BOOSEY 

5 Village Scenes 

med-high female vc, pf 

BOOSEY 

5 Dorfszenen (GerEngHungSlavic) 
female vc, pf 

UNIVERSAL (A: Boosey) 

5 Lieder Op. 15 (Ady) (HungGer) 
med, pf 

UNIVERSAL (A: Boosey) 

5 Lieder der Jugend (Vol 4) 
med, pf 

BOOSEY 

7 diverse Lieder (Vol 3) 
med, pf 

BOOSEY 

20 Hungarian Folksongs (Eng) 
med, pf 

BOOSEY 

4 Lieder der Trauer (Vol 1) 
med, pf 

BOOSEY 

4 Tanzlieder (Vol 2) 
med, pf 

BOOSEY 

BASSETT, LESLIE: 

4 Songs 
high, pf 

ACA 

To Music (3) 
high, pf 

HIGHGATE (A: Galaxy) 

BAUDRIER, YVES: 

Poemes de Tristan Corbiere (2) 
med, pf 


BAUER, jURG: 

Herz stirb oder singe (4) 
high, fl, stgs 

LITOLFF (A: Peters) 
Mit wechseindem Schlussel 
med, pf 

BREITKOPF W (A: Associated) 
BAUTISTA, JULIAN: 

4 Cantos Cal legos 

Contr, fl, ob, cl, via, cello, harp 

SOUTHERN PEER 

BAVICCHI, JOHN: 

6 Korean Folksongs 
S, pf 

SEESAW 

BAX, ARNOLD: 

Album of 7 Selected Songs 
med-high, pf 

CHESTER (A; Magna) 

5 Poems Op. 53 (Auden) 

med-high, pf 

CHESTER (A: Magna) 
5 Songs Op. 26 (de la Mare) 
med, pf 

CHESTER (A: Magna) 
3 Greek Folksongs (trans Eng) 
med, pf 

CHESTER (A: Magna) 

BEALE, JAMES: 

Lamentations Op. 35 


s, fl, pf 

ACA 

Proverbs Op. 28 


Bar, enghn, vibra, pf 

ACA 

3 Songs Op. 33 


S, vin, via 

ACA 

BECK, CONRAD: 



3 Herbstgesange (Rilke) 

high, pf/org 

SCHOTTS (A: E-A) 

Herbstfeuer (6) 

A, chamb grp 

SCHOTTS (A: E-A) 

BECKER, GUNTHER: 

4 Epigrams 

Bar, fl, ob, 2 cl, bsn, hn, tpt, tmb, 
pf, harp, cel, stgs 

PETERS 


BECKER, JOHN: 

Psalms of Love 
med, org 


AMPHION (A; E-A) 


ACA 
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BECKER-FOSS, JURGEN: 

4 geistliche Konzerte 

A, vin, org/2 vin, org/S rec, org/org 
HANSSLER (A: Peters) 

BECKWITH, JOHN; 

5 Lyrics of the T'ang Dynasty 

S, pf 

BERANDOL 

4 Songs (Johnson) (VOLPONE) 

Bar, gtr 

BERANDOL 

BEDFORD, DAVID: 

The Tentacles of the Dark Nebula 
(Clark) (5) 

T, 3 vin, 2 via, 2 celli, bvl 

UNIVERSAL (A: E-A) 

BEEKHUIS, HANNA: 

2 Melodies Populaires Polonaises 

Mez/Bar, pf 

DON EMUS (A: Peters) 

3 Lieder (Gezelle) 

S, pf, cello 

DONEMUS (A: Peters) 

5 Negro Songs 

high, pf; low, pf 

DONEMUS (A; Peters) 
Nachtgesange (2) (Ger) 

A/Mez, pf 

DONEMUS (A: Peters) 

3 Church Lieder 
med/high, pf, cello 

DONEMUS (A: Peters) 
3 Chansons pour Danser (African) 
high, pf 

HEUGEL (A; Presser) 

BEESON, JACK: 

5 Songs (Quarles) (med diff) 

high, pf 

SOUTHERN PEER 

From a Watchtower (5) (British poets) 

S, pf 

BOOSEY 

6 Lyrics (British poets) (diff) 

S, pf 

OFC 

3 Love Songs (Yeats) 
low, pf 

OFC 

3 Songs (Blake) 
high, pf 

OFC 

2 Songs (Betjeman) 

Bar, pf 

BOOSEY 


BEETHOVEN, LUDWIG VAN: 

An die feme Geliebte Op. 98 (jeitteles) 
(6) (Ger) 

high, pf; low, pf 

PETERS 

An die feme Geliebte Op. 98 (Jeitteles) 
(6) (EngGer) 

high, pf; low, pf 

SCHIRMER 

Complete Works (reprint of Breitkopf 
Edition) 

var instr and vocal combos 

UNIV MUS ED 

8 Songs Op. 52 (Goethe) (Ger) 
med-high, pf 

PETERS 

English, Italian, Scottish Songs 
med (1-2) vcs, vin, cello, pf 

KALMUS (A: Belwin) 

4 Ariettas and 1 Duet Op. 82 (Ger) 

S/T, pf and ST, pf 

PETERS 

5 Arien 

T (1). chamb grp; S (2), chamb grp; 

B (2), chamb grp 

BREITKOPF W (A: Associated) 
Cesange mit Orchester Vol2 
var vcs, chamb instr 

BREITKOPF W (A: Associated) 

Lieder 
high, pf 

SCHOTTS (A; E-A) 
Neues Volksliederheft 
var vcs, pf, vin, cello 

ed. Schunemann 
BREITKOPF L (A: Broude A) 
Samtiiche Lieder 
high, pf; low, pf 

BREITKOPF L (A: Broude) 

6 geistliche Lieder Op. 48 (Gellert) 
med-high, pf 

DOBLINGER (A: Associated) 

6 Irish Songs 

med, vin, cello, pf 
ed. Bennett MERCURY (A: Presser) 

6 Scottish Songs 
med, vin, cello, pf 
ed. Bennett MERCURY (A; Presser) 

6 Songs (GerEng) 
high, pf 

SCHIRMER 

6 Songs Op. 75 
med-high, pf 

PETERS 

67 Songs (Ger) 
orig keys 


PETERS 
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BEETHOVEN, LUDWIG VAN: (cont'd.) 
Songs (EngGer) 
med, pf 

KALMUS (A: Belwin) 
Songs and Arias with piano Vol 1, 2 
high and med, pf 

KALMUS (A: Belwin) 
30 Favorite Songs (GerEng) 
high and med, pf, low, pf 

ed. Pauer AUGENER (A: -Galaxy) 
30 Selected Songs (Ger) 
high, pf; med/low, pf 

PETERS 


3 Songs Op. 83 
med-high, pf 

PETERS 

12 Scottish Songs (EngGer) (solos, 
duets, trios) 

S, A, T, B, pf, vln, cello (TB (2); STB 
(3); SAB (1)) 

PETERS 

20 Irish Songs 

med (1-2) vcs, vln, cello, pf (with 25 
Irish Songs) 

KALMUS (A; Belwin) 

25 Irish Songs 

med (1-2) vcs, vln, cello, pf (with 20 
Irish Songs) 

KALMUS (A: Belwin) 

25 Scottish and Irish Songs Op. 108 
all (1-2) vcs, vln, cello, pf 

BARENRE1TER(A: Magna) 

26 Welsh Songs 

med (1-2) vcs, vln, cello, pf 

KALMUS (A: Belwin) 
23 Folksongs (Tyrol, Swiss, Swedish, 
Spanish, others) 

med, pf, vln, cello 

ed. Schunemann 
BREITKOPF L (A: Broude) 
2 Flumorous Songs for Bass 
B, pf 

INTERNATL 

2 Irish Songs (med diff) 

S, pf 

ed. Moore OXFORD 

2 Arien fur Sopran 
S, pf 

BREITKOPF W (A: Associated) 

BEHREND, SIEGFRIED: 


Impressionen einer Spanischen Reise 
(Suite no. 6) 
med-high, gtr 

SlKORSKl (A; Associated) 
Lasst mich haben 
med-high, gtr 

SlKORSKl (A: Associated) 


BELLINI, VINCENZO: 

15 Composizioni da camera 
high/med-high, pf 

RICORDI (A: Schirmer) 

BEMBERG, HERMAN: 

20 Songs 

high, pf; med, pf 

SALABERT 

BEN-HAIM, PAUL 

Melodies from the East (trad. Heb) (5) 
low, pf 

ISRAELI (A: Broude) 
Myrtle Blossoms from Eden (1 duet) (15 
min) 

S, Mez, Bar, pf 

ISRAELI (A: Broude) 

3 Songs without Words 

high, pf 

ISRAELI (A: Broude) 
BENNETT, RICHARD RODNEY: 

The Aviary (EngGer) 
high, pf 

UNIVERSAL (A: E-A) 
The Insect World (4) (EngGer) 
high, pf 

UNIVERSAL (A: E-A) 
The Music that her Echo Is 

T, pf 

UNIVERSAL (A: E-A) 

BENTON, DANIEL: 

2 Shakespeare Songs 

S, vln, fl, bcl 

SEESAW 

BERBERIAN, O.: 

Chansons d'Alaghiaz (Issahakian) (5) 

T, pf 

DURAND (A: Presser) 

BERG, ALBAN: 

5 Songs Op. 4 (Altenberg) (GerEng) 
med, pf 

UNIVERSAL (A: E-A) 

4 Songs Op. 2 (Posa) (GerEng) 

med, pf 

UNIVERSAL (A: E-A) 
4 Songs Op. 2 (Hebei, Mombert) (con¬ 
tains cycle of 3) 
med, pf 

UNIVERSAL (A; E-A) 
7 Early Songs (Lenau, Rilke, etc.) 
(GerEng) 
high, pf 

UNIVERSAL (A: E-A) 
2 Settings of Schliesse mir die Augen 
beide (Storm) (GerEng) 
med/high, pf 


UNIVERSAL (A: E-A) 
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BERGER, ARTHUR: 

3 Poems of Yeats (WORDS FOR 
MUSIC PERHAPS) 

med, fl, A cl, cello 

NEW MUSIC ED (A: Pressed 

BERGER, JEAN: 

5 Songs (Fr) (Mary Stuart, Queen of 
Scots) 

med, fl, via, cello 

SHEPPARD (A: E-A) 

4 Songs (Hughes) 

med, pf 

BROUDE BROS 

4 Sonnets (Eng) 

male/med, pf/stgs 

SCHIRMER 

6 Rondeaux (Fr) 

med, via 

SHEPPARD (A; E-A) 

3 Canciones (Sp) 
high, pf/(vla, cello) 

SHEPPARD (A; E-A) 

Villanescas (SpEng) 
high, pf 

SHEPPARD (A; E-A) 


BERGSMA, WILLIAM: 

6 Songs (cummings) 
high, pf 


FISCHER C 


BERIO, LUCIANO: 

Folk Songs 

Mez, fl, pic, cl, bsn, via, harp, bvl 

UNIVERSAL (A: Schirmer) 

BERKELEY, LENNOX: 

Autumn's Legacy Op. 58 (7) 
high, kybd 

CHESTER (A: Magna) 

5 Chinese Songs Op. 78 (Eng) 
med, pf 

CHESTER (A: Magna) 
5 Poems (Auden) Op. 53 
med-high, kybd 

CHESTER (A: Magna) 
5 Songs Op. 26 (de la Mare) 
high, pf 

CHESTER (A; Magna) 
4 Poems of St. Teresa of Avila (Eng) 

A, stgs 

CHESTER (A: Magna) 
Songs of the Half-Light Op. 65 (5) (de 
la Mare) 
high, gtr 

CHESTER (A; Magna) 
3 Greek Songs Op. 38 (Eng) 
med, kybd 

CHESTER (A; Magna) 


BERLIOZ, HECTOR: 

Complete Songs of Berlioz Vol 1-10 
var (1-2) vcs. pf 

KALMUS (A: Belwin) 
Hector Berlioz Works Vol 1-20 
var instr and vocal combos 

ed. Malherbe; Weingartner 
UNIV MUS ED 

Les Nuits d'Ete Op. 7 (Gautier) (6) 

(FrEng) 

high, pf; low, pf 

SCHIRMER; INTERNATL 

BERNERS, LORD: 

Lieder Album (Cer) 
med, pf 

CHESTER (A: Magna) 

3 Chansons (Fr) 
med, pf 

CHESTER (A; Magna) 

BERNIER, RENE 

Eclaircies (Hellens) (5) 

S/T, pf 

CBDM (A: Elkan H) 


5ERNSTEIN, LEONARD: 

Collected Songs 
var vcs, pf 

SCHIRMER 

1 Hate Music (Bernstein) (5) 

S. pf 

WITMARK (A: Warner) 
La Bonne Cuisine (4) 
med, pf 

SCHIRMER 

2 Love Songs (Rilke) 

high, pf 

SCHIRMER 

BERTHELOT, RENE: 

Chansons Cal antes 

med, pf ^ ^ 

OUVRIERES (A: Galaxy) 

5 Poesies du grand siecle 

med, pf ^ > 

OUVRIERES (A: Galaxy) 

BERTOUILLE, GERARD: 

3 Poemes de Baudelaire 

CBDM (A: Elkan H) 

BETTINELLI, BRUNO: 

3 Li riche 

RICORDI (A: Schirmer) 

BEUNINGEN, W. VAN: 

Oud-Nederlandsche Liederen (6) 

(Dutch) 

all vcs, pf . 

ALSBACH (A; Peters) 
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BEYDTS, L: 

Chansons pour les Oiseaux (Fort) (4) 
high, pf 

DURAND (A: Presser) 

Le Coeur Inutile (Honnet) (6) 
med, pf 

DURAND (A; Presser) 

D'Ombre et de Soleil (Toulet) (8) 

Bar, pf 

DURAND (A: Presser) 

3 Melodies 

T/med, pf (1 with fl) 

DURAND (A: Presser) 

BEYER, JOHANNA: 

Sky Pieces 
S, pf 

AMC 

3 Songs for Soprano 
S, cl 

AMC 

BEYERMAN-WALRAVEN, JEANNE: 

3 Songs on Dutch Texts (Dutch) 
med, pf 

DONEMUS (A: Peters) 

BEZANSON, PHILIP: 

Contrasts 
med, pf 

ACA 

Songs of Innocence 

high, fl, ob, cl, bsn, 2 hn, stgs 

ACA 

BIALOVSKY, MARTIAL: 


6 Riddles 

med-high, tmb/bsn, cello 



SEESAW 

3 Songs 


S, cl 

SEESAW 

2 Songs 


S, B tmb 

SEESAW 


BIBERIAN, GILBERT: 

Epigrams (de Cailly) (4) (Fr) 
high, gtr 

BERBEN (A: Presser) 

BIJVANCK, HENK: 

3 Liederen van Boutens (Dutch) 
high, pf 

DONEMUS (A: Peters) 

3 Liederen van E. Fink (Ger) 

high, pf; low, pf 

DONEMUS (A: Peters) 

4 Chinese Liederen (Ger) 

med, pf 

DONEMUS (A: Peters) 


4 Goethe-Liederen (Ger) 

T, pf 

DONEMUS (A: Peters) 
4 Liederen van A. Van Scheltema 
(Dutch) 
high, pf 

DONEMUS (A: Peters) 

4 Liederen van G. Korber (Ger) 

A, pf 

DONEMUS (A; Peters) 

5 Liederen van Ertler (Ger) 

med, pf 

DONEMUS (A; Peters) 
BINKERD, GORDON: 

4 Songs for High Soprano 

S, pf 

BOOSEY 

Shut out that Moon (Hardy) (4) 
low, pf 

BOOSEY 

3 Songs (Crapsey, Herrick) 

Mez, 4 stgs/pf 

BOOSEY 

BIRCH, ROBERT FAIRFAX: 

5 Bhartrihari Poems 

med/low, pf 

PRESSER 

Haiku Vol 1, 2, 3 
med, pf 

PRESSER 

BISSELL, KEITH: 

4 Songs for High Voice and Harp 

high, harp 

WATERLOO 

Hymns of the Chinese Kings (6) 
high, pf 

WATERLOO (A: Associated) 

6 Maritime Folksongs Vol 1, 2 

A/Mez, pf 

BERANDOL 

2 Songs of Farewell 

high, pf 

WATERLOO (A: Associated) 

BIZET, GEORGES: 

6 Songs 

med, pf; high, pf 

REC PUB 

20 Songs 

med, pf; high, pf 

CHOUDENS (A: Peters) 

BIACHER, BORIS: 

Apreslude Op. 57 (4) (Ger) 
med, pf 

BOTE (A: Associated) 

3 Psalmen (141,142, 121) (Ger) 

Bar, pf 


BOTE (A: Associated) 
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5 Negro Spirituals 

med-high, 3 cl, tmb, perc, bvl 

BOTE (A: Associated) 

5 Sinnspruche Omars des Zeltmachers 
Op. 3 (Ger) 

med, pf 

BOTE (A: Associated) 
13 Ways of Looking at a Blackbird 
(EngGer) 

high, 4 stgs 

BOTE (A: Associated) 
Ungereimtes Vol 1, 2 (Ger) (easy) 
med, pf 

BOTE (A; Associated) 
4 Lieder Op. 25 (Wolf) (Ger) 
high, pf 

BOTE (A; Associated) 

BLAIR, FAIRCHILD: 

2 Chants Populaires Persans (FrPersian) 
Bar, pf 

DURAND 

8 Poemes Chinois (FrEng) 

high, pf; med, pf 

DURAND 

BLANK, ALLAN: 

Being; 3 vignettes for soprano and 
clarinet in A 
S, cl 

ACA 

4 Dream Poems 
S, cl, tpt, pf 

ACA 

4 Poems (Dickinson) 

S, fl, cl 

ACA 

6 Significant Landscapes 

S, small orch 

ACA 

BLECH, LEO: 

Kinderlieder Op. 21 
high, pf 

UNIVERSAL (A: E-A) 

9 Liedchen Op. 28 (for large and small 
children) (5 Sets of 9 each) 

high s', pf 

UNIVERSAL (A: E-A) 

BLISS, SIR ARTHUR: 

A Knot of Riddles 
Bar, 11 instr 

NOVELLO 

Angels of the Mind 
S, pf 

NOVELLO 

7 American Poems (Millay, Wylie) 

low, pf 
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The Ballads of the 4 Seasons (Li-Po) 
high, pf 

NOVELLO 

The Women of Yueh (Li-Po) (5) 
high, kybd 

CHESTER (A; Magna) 

3 Songs (Davies) 

high, pf 

NOVELLO 

2 Nursery Rhymes 
S, cl/vla, opt pf 

CHESTER (A: Magna) 

BLITZSTEIN, MARC: 

From Marion's Book (cummings) (7) 

(med diff) 

Mez/med, pf 

CHAPPELL 

6 Elizabethan Songs 
T/S, pf 

NYP LI BE 

BLOCH, ERNST: 

Historiettes au Crepuscule (Mauclair) 

(4) (10 min) 

Mez/Bar/S, pf 

ESCHIG (A; Associated) 

Psalm 22 

Bar/A, pf/orch 

SCHIRMER 

4 Poemes d'Automne (Rodes) (20-30 
min) 

Mez, pf 

SCHIRMER 

2 Psalms for Soprano (137, 114) (12 
min) 

S, pf/orch 

SCHIRMER 

BLOMDAHL, KARL-BIRGER 

5 Canzoni (Fr) 

A, pf 

SCHOTT (A; E-A) 

BLOW, JOHN: (1648-1708) 

3 Chansons from AMPHION 
ANCLICUS 

all (1-2) vcs, pf 

ed. Lewis L'OISEAU 

Amphion Anglicus 
original keys, pf 

GREGG (A: Kalmus) 

Harmonia Sacra 
original keys, pf 

GREGG (A: Kalmus) 

6 Songs 

original keys, pf 

GREGG (A: Kalmus) 


BOOSEY 
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BLYTON, CAREY: 

3 Bird Songs 
med, pf 

ROBERTON (A: Presser) 

3 Food Songs 
med, pf 

ROBERTON (A: Presser) 

3 Insect Songs 
med, pf 

ROBERTON (A: Presser) 
BOATWRIGHT, HOWARD: 

2 Folk Songs (easy) 

S, vin 

OXFORD 

BOEDIJN, GERARD: 

3 Liederen Op. 101 

high, pf 

DONEMUS (A: Peters) 

BOND, VICTORIA: 

Suite aux Troubadours 
S, lute, fl, ob, via, cello 

SEESAW 

BONDON, JACQUES: 

Le Pain de Serpent (4) 

S, fl, cl, bsn, 3 perc, xylo, vibra, cel 
TRANSAT (A: Presser) 

BONDS, MARGARET: 

3 Dream Portraits 
high, pf 

NYP LI BE 

BONNAL, ERMEND: 

Chansons de Faube et du soir (6) 
med-high, pf 

OUVRIERES (A; Galaxy) 

BORDEWIjK-ROEPMAN, JOHANNA: 

6 Lieder 
A, pf 

ALSBACH (A: Peters) 
3 Chansons Frangaises 
A, pf 

ALSBACH (A: Peters) 
BORODIN, ALEXANDER: 

Dissonance and Haughtiness (2) 

Bar, pf 

OXFORD 

BORRIS, SIEGFRIED: 

3 Lieder 
Bar, pf 

SIRIUS (A: Peters) 

5 Ausgewahite Lieder Op. 12, 24 (Ger) 

S, pf 

SIRIUS (A: Peters) 

Nocturnes 

T, pf 

SIRIUS (A: Peters) 


3 Poems for Tenor (Eng) 

T, fl, ob, bsn, hn 

SIRIUS (A; Peters) 

BOSMANS, ARTHUR: 

2 Folk Songs for the Planet Mars 

VC, pf 

LI BE C 

BOSMANS, HENRIETTE: 

10 Melodies (Fr) 
med, pf 

BROEKMANS (A: Peters) 

4 Songs on French Texts 

med, pf 

DONEMUS (A; Peters) 

BOSSI, RENZO: 

Echi del Mare Op. 23 (5) 

S, 4 stgs, pf 

BONGIOVANNI (A; Belwin) 
Prose Op. 26 (5) 

Bar/Mez, org/pf 

BONGIOVANNI (A: Belwin) 

BOTTJE, WILL GAY: 

5 Songs from Wayward Pilgrim (Dickin¬ 
son) 

S, pf 

ACA 

BOTTaVALLARINO, CARLOS: 

Cantos Al Amor y La Muerte (SpEng) 
high, stqt 

SOUTHERN PEER 

BOULANGER, LILI: 

Clairieres dans le Ciel (Jammes) (13) 
high, pf; med, pf 

RICORDI (A: Schirmer); 
DURAND (A: Presser) 

BOULEZ, PIERRE: 

2 Improvisations sur Mallarme 
S, harp, vibra, bells, 4 perc 

UNIVERSAL (A: E-A) 

BOURGUIGNON, FRANCIS DE: 

2 Poemes de Norge Op. 103 
S, pf 

CBDM (A: Elkan H) 

BOWLES, PAUL: 

Blue Mountain Ballads (Williams) (4) 
med-low, pf 

SCHIRMER 

12 American Folk Songs 
high, pf 

NYP LIBE; LIBE C 

BOZZA, EUGENE: 

5 Chansons Florentines 
high, pf/instr 

LEDUC (A: Presser) 
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BRAHMS, JOHANNES: 

8 Zigeunerlieder Op. 103 (EngCer) 
high, pf; low, pf 

SCHAUER (A: Associated) 
Ausgewahite Lieder Vol I, II 
med, gtr 

ed. Domandl 
SCHAUER (A: Associated) 
Brahms-Album Vol 1-4 (Vol 2 CerEng) 
high, pf; med, pf; low, pf 

ed. Friedlander PETERS 
Brahms Liederbuch 
high (34) med (36), pf 

BREITKOPF L (A; Broude) 
Brahms Songs Album Vol 1-4 
high, pf; low, pf 

KALMUS (A: Belwin) 
Complete Songs of Brahms Vol 1-8 
original keys, pf 

KALMUS (A; Belwin) 
Complete Works of Brahms (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

ed. Cal; Mandyczewski 
UNIV MUS ED 
Deutsche Volkslieder Vol 1, 2 
high, pf; low, pf 

BREITKOPF L (A; Broude) 
50 Selected Songs (CerEng) 
high, pf; low, pf 

SCHIRMER 

42 Cerman Folksongs Vol 1, 2 (CerEng) 
high, pf; low, pf 

INTERNATL 

14 Folksongs 
high/med, pf 

ed. Friedlander PETERS 
5 Ophelia Lieder (CerEng) 
med, pf 

BREITKOPF W (A; Associated) 
Lieder-Auswahl 
high, pf; low, pf 

SCHOTTS (A; E-A) 

Liederbuch 

high, pf; med, pf; low, pf 

BREITKOPF L (A; Broude) 
Magelone Songs Op. 33 Brahms-Album 
Vol 2 (Tieck) (15) 

high, pf; med, pf; low, pf 

PETERS; KALMUS (A; Belwin) 
Metzler's Masterpieces 

Vol 9: S; Vol 10: Contr/Mez; Vol 11- 
T; Vol 12: Bar/B 

CRAMER (A: Brodt) 
PART SONCS — See Voice and Other 
Voices 
70 Songs 

high, pf; low, pf 

ed. Kagen INTERNATIONAL 


2 Songs for Contralto Op. 91 (CerEng) 
contr, pf, opt vla/cello 

INTERNATL 

4 Ernste Cesange 

high, pf; low, pf (CerEng) 

SCHOTT (A: E-A) 

original low, pf 

BREITKOPF L (A: Broude) 
high, original, low with organ 
(CerEng) 

PETERS 

high, pf (CerEng) 

SCHIRMER 

Zigeunerlieder Op. 103 (15) (Conrat) 
(CerEng) 

high, pf; low, pf 

INTERNATL 

Zigeunerlieder Op. 103 (1-10) (Conrat) 
(CerEng) 

high, pf; low, pf 

SCHOTT (A: Belwin) 
BRANDAO, VIEIRA JOSE: 

Brazilian Folk Songs 
med, pf 

COMP ED 

BRANDTS-BUYS, JAN: 

4 Lieder Op. 42 (Cer) 

B, pf 

DOBLINCER (A: Associated) 
BREHM, ALVIN: 

6 Songs (Carcia Lorca) 

S, 10 instr/pf 

marks (A: Belwin) 

BRINGS, ALLEN: 

3 Sonetti di Michelangelo Buonarroti 

S, pf/instr 

SEESAW 

BRITTEN, BENJAMIN: 

A Birthday Hansel (cycle) 

T, hp 

FABER (A: Schirmer) 

Canticle I 
high, pf 

BOOSEY 

Canticle II (Abraham and Isaac) 

AT, pf 

BOOSEY 

Canticle III (Still Falls the Rain) 

T, hn, pf 

BOOSEY 

Charm of Lullabies Op. 41 (Blake, 

Burns, etc.) 

Mez, pf 

BOOSEY 
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BRITTEN, BENJAMIN: (confd.) 

Folk Song Collection 

Vol 1: British Isles high/med, pf; 

Vol 11: France high/med, pf; 

Vol 111: British Isles high/med, pf; 

Vol IV: Moore's Irish Melodies high, 
pf; 

Vol V: British Isles high, pf; 

Vol VI: England high, gtr 

BOOSEY 

Holy Sonnets of John Donne Op. 35 (9) 
high, pf 

BOOSEY 

Les Illuminations Op. 18 (9) (Fr and Eng 
trans.) 

high, pf/stgs 

BOOSEY 

Nocturne (EngFr) 

T, stgs, opt 7 instr 

BOOSEY 

On This Island Op. 11 (Auden) 

S, pf 

BOOSEY 

Our Hunting Fathers (Auden) 
high, pf/orch 

BOOSEY 

6 Holderlin Fragmente Op. 61 (GerEng) 

high, pf 

BOOSEY 

Serenade 

T, hn, stgs 

BOOSEY 

7 Sonnets of Michelangelo Op. 22 
(ItEng) 

T, pf 

BOOSEY 

Songs and Proverbs of William Blake 
Op. 74 
Bar, pf 

SCHIRMER 

Songs from the Chinese Op. 58 (6) 
high, gtr 

BOOSEY 

The Poet's Echo Op. 76 (Pushkin) 
(RussEngCer) 
high, pf 

FABER (A: Schirmer) 
Tit for Tat (de la Mare) (5 SETTINGS 
FROM BOYHOOD) 
med, pf 

SCHIRMER 

Winter Words Op. 53 (Hardy) (8) 
high, pf 

BOOSEY 

BROEKMAN, HANS: 

6 Roland Holst Songs 
med, pf 


3 Achterberg Songs 
med, pf 

DONEMUS (A: Peters) 

BROGUE, ROSLYN: 

5 Songs of Courtly Love 
S, fl, hpscd 

AMC 

BRUNO, CARLO: 

3 Sonetti di Rustico di Filippo 

S, fl, cl, hn, bsn, pf, vln, 2 celli 

CURCl 

BUCKY, FRIDA SARSEN: 

The Blessing (7 Sacred Songs) 
med, pf 

SOUTHERN PEER 

BUNGE, SAS: 

4 Seventh Century Poems (Eng) 

high, pf 

DONEMUS (A: Peters) 

3 Airs (Fr) 

Mez, pf 

DONEMUS (A: Peters) 

3 Poems of Ben jonson (Eng) 

Bar, pf 

DONEMUS (A: Peters) 

3 Poemes de Jules Supervielle 

med, pf 

DONEMUS 

2 Poems (Fr) 

med, pf 

DONEMUS (A: Peters) 

4 Amoureuse Liederen (Dutch) 

Bar, pf 

DONEMUS (A: Peters) 

BURKHARD, PAUL: 

The Examination (Schweitzer) (5) 
(GerEngFr) 

S/Mez, harp 

UNIVERSAL (A: E-A) 

BURKHARD, WILLI: 

Frage (Liederzyklus) Op. 9 
low, pf 

BARENREITER (A: Magna) 

9 Lieder Op. 70 (Morgenstern) (med 
diff) 

med, pf 

BARENREITER (A: Magna) 

10 Lieder (Morgenstern) 
high, pf 

BARENREITER (A: Magna) 
BURKHART, FRANZ: 

3 Adventlieder 

med, ob, gtr 

DOBLINGER (A: Associated) 


DONEMUS (A: Peters) 
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BURLEIGH, HENRY THACKER: 

Album of Negro Spirituals (12) 
low, pf 

COLOMBO 

5 Songs of Lawrence Hope 
med, pf 

RICORDI (A; Schirmer); NYP LIBE 

Passionale (Johnson) (4) 

T, pf 

RICORDI 

3 Songs 
med, pf 

NYP LIBE 

2 Poems by W. E. Henley 
high, pf 

NYP LIBE 

Negro Minstrel Melodies (21) 
med, pf 

UNIVERSITY OF INDIANA LIBE 

Plantation Songs (9) 
med, pf 

NYP LIBE; LIBE C 

Saracen Songs 
low, pf; high, pf 

LIBE C 


BUSH, GEOFFREY: 

A Lover's Progress 
T, ob, cl, bsn 

ELKIN (A: Novel lo) 

5 Medieval Lyrics 
Bar, pf 

ELKIN (A: Novel lo) 

4 Songs from the Hesperides 

Bar, stgs 

NOVELLO (A: Belwin) 

Songs of Wonder 
S/T, stgs 

NOVELLO (A: Belwin) 
3 Elizabethan Songs 
high, pf 

ELKIN (A: Novello) 
3 Songs for High Voice 
high, stgs 

NOVELLO (A; Belwin) 
BUSONI, FERRUCCIO: 

5 Goethe Lieder (Cer) 

Bar, pf/orch 

BREITKOPF W (A: Associated) 
2 Songs for Baritone Op. 2 
Bar, pf 

BREITKOPF W (A; Associated) 
2 Songs for Low Voice Op. 24 
low, pf 

BREITKOPF W (A; Associated) 


BYRD, WILLIAM: 

Collected Works of William Byrd 
var vcs, pf 

STAINER (A: Galaxy) 
Part Songs (See Voice with Other 
Voices) 

CAAMANO, ROBERTO: 

2 Cantares Galaico-Portugeses del Siglo 
13 Op. 18 (PortSp) 
med, pf 

RICORDI BA (A: Schirmer) 

2 Cantos Gallegos Op. 3 (de Castro) 
(orig Sp) 

med, pf 

RICORDI BA (A: Schirmer) 

3 Cantos de Navidad (de Vega) 

low, pf 

BOOSEY 

CADMAN, CHARLES WAKEFIELD: 

4 American Indian Songs (Eberhard) 

med, pf 

WHITE SMITH 

Idylls of the South Sea 
low, pf 

WHITE SMITH 
The Morning of the Year 
4 solo vcs, pf 

SCHIRMER 

CAGE, JOHN: 

5 Songs for Contralto (cummings) 

Contr, pf 

PETERS 

62 Mesostics re Merce Cunningham 
any vc, acap, microphone 
necessary 

PETERS 

Song Books Vol 1, 2 (92) 
any vc, pf 

PETERS 


CALABRO, LOUIS: 

Macabre Reflections (6) (diff) 

(Nemerov) 

Mez, pf 

ELKAN V (A: Presser) 

CALDARA, ANTONIO: (1670-1736) 

18 Canons and One Madrigal for 3-5 
Voices 

var (3-5) vcs, pf 

ed. Mandyczewski NYP LIBE 

9 Cantatas 

var vcs, cont 

UNIVERSAL (A: E-A) 

CAMPION, THOMAS: 

4 Books of Ayres 
all vcs, pf 



ed. Fellowes STAINER 
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CAMPION, THOMAS: (cont'd.) 

Songs from Rosseter's Book of Ayres 
med-high, lute 

GALAXY 

CANNON, PHILLIP: 

5 Chansons de Femme (FrEng) 

S, pf 

NOVELLO 

CANTELOUBE, JOSEPH: 

Chants d'Auvergne Vol 1-4 
high, pf/orch 

MERCURY (A: Presser) 
Chants de la Touraine Vol 1-4 
high, pf 

MERCURY (A: Presser) 
Chants des Pays Basques Vol 1-5 
high, pf 

MERCURY (A: Presser) 
Chants du Languedoc Vol 1-5 
high, pf 

MERCURY (A: Presser) 

CAPLET, ANDRE: 

5 Ballades Frangaises de Paul Fort 

med, pf 

DURAND (A; Presser) 

2 Sonnets 

med, harp 

DURAND (A; Presser) 
Le Pain Quotidien (15 vocalises) 
high, pf 

DURAND (A: Presser) 

Les Prieres (3) 
med, pf 

DURAND (A: Presser) 
Le Vieux Coffret (4) (de Gourmont) 

Bar, pf 

DURAND (A: Presser) 
Priere Normande (Hebertot) 

high, pf; med, pf (also instruments) 
DURAND (A; Presser) 

3 Fables de la Fontaine 

med, pf/orch 

DURAND (A: Presser) 
CARISSIMI, GIACOMO: (1605?-1674) 

6 Chamber Duets 

SS/TT, pf 

ed. Landshoff PETERS 

6 Solo Cantatas 

high, pf, opt gamba/cello 

BARENREITER (A: Magna) 
6 Solo Cantatas (ItEng) 
high, pf, cont 

FABER (A; Schirmer) 
CARPENTER, JOHN ALDEN: 

Citanjali (6) 
high/med, pf 


Improving Songs for Anxious Children 
med, pf 

NYP LIBE 

CARRIERE, PAUL 

6 Lieder 
med, pf 

LEUCKART (A: Associated) 
CARTER, ELLIOTT: 

3 Songs by Robert Frost 
med, pf 

ASSOCIATED 
(A; Schirmer/Associated) 

CARTER, JOHN: 

Cantata for Voice and Piano 
high, pf/orch 

SOUTHERN PEER 

3 Canzonets on Love (octavo) 

Sa, pf 

FRANK (A: Blockwood) 
CASADESUS, HENRI: 

4 Chansons Frangaises 

med, pf 

SALABERT 

CASELLA, ALFREDO: 

L'Adieu a la Vie (Tagore; trans. Gide) 

(4) (Fr) Op. 26 
med, pf 

CHESTER (A: Magna) 
3 Canti Sacri Op. 67 (Lat) (8 min) 

Bar, pf/org 

ZERBONI (A: Boosey) 

3 Canzoni Trecentesche Op. 36 (ItFr) 

high, pf 

COLOMBO (A: Belwin) 
CASTELNUOVO-TEDESCO, MARIO: 

Briciole (Palazzeschi) (3) 
med, pf 

FORLIVESI (A: Belwin) 
Coplas (11 Popular Spanish Poems) 
high, pf 

FORLIVESI (A: Belwin) 
1830 (de Musset) (set to 3 Bach 
preludes) 

med-high, pf 

NYP LIBE 

4 Shakespeare Songs 

Bar, pf 

CHESTER (A: Magna) 
Stelle Cadenti (12 Popular Tuscan 
Poems) 

med-high, pf 

FORLIVESI (A: Belwin) 

The Fool (Eng) 
high, pf 

CHESTER (A: Magna) 


SCHIRMER 
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3 Sephardic Songs (HebEngFrSephardic) 
med, pf/harp 

ISRAELI (A: Broude) 
3 Sonnets from the Portuguese 
(Browning) (med diff) 
med, pf 

CHESTER (A: Magna) 
The Divan of Moses-Ibn-Ezra Op. 207 
(19) 

high, gtr 

BERBEN (A: Presser) 
12 Books of Songs from the Plays of 
Shakespeare 

S (1), pf; T (2), pf; Contr/Bar (2), pf; 
Bar (2), pf 

CHESTER (A; Magna) 
Vogelweide Op. 186 
Bar, gtr 

ASSOCIATED 
(A: Schirmer-Associated) 
CAVALLi, FRANCESCO: (1602-1676) 

3 Hymnen 

SS/TT, stgs, cont; TTB, stgs, cont (2) 
BARENREITER (A; Magna) 

Laetatus sum 
ATB, stgs, cont 

BARENREITER (A: Magna) 
CHABRIER, EMMANUEL* 

3 Animal Songs (pub separately) (Ros¬ 
tand; Gerard) (Villanelle des petits 
Canards) (Ballade des gros dindons) 

(Les cigales) 
med, pf 

ENOCH (A: Associated) 
CHADWICK, GEORGE W.: 

Lyrics from TOLD IN THE CATE 
(Bates) (11) 
high, pf 

BOSTON 

6 Songs 

Mez/Bar, pf 

SCHIRMER 

CHAILLY, LUCIANO: 

3 Li riche Op. 261 
low, pf 

SONZOGNO (A: Belwin) 
CHAMINADE, CECILE: 

Melodies Vol 1-4 
high, pf; low, pf 

ENOCH (A: Associated) 

CHANCE, NANCY: 

3 Poems by Rilke 
S, fl, enghn, cello 


CHANLER, THEODORE: 

8 Epitaphs (de la Mare) 
med/low, pf 

ARROW 

4 Rhymes from Peacock Pie (de la 
Mare) 

VC, pf 

LIBE C 

The Children (Feeney) (9) (easy) 
med, pf 

SCHIRMER 

CHARPENTIER, JEAN-JACQUES: 

(1734-1794) 

3 Poemes de Henry Clairvaux 

s, pf 

LEDUC (A; Presser) 

CHARPENTIER, MARC-ANTOINE: 
(1634?-1704) 

7 Motetten (sacred) (Lat) 

S/T, cont 

ed. Ewerhart BIELER 

3 Hymns of the Church 

med-high, pf 

CONCORDIA 

CHAUSSON, ERNEST: 

Chansons de Shakespeare Op. 28 (3) 
med, pf 

SALABERT 

Poeme de LAmour et de la Mer Op. 19 
(Bouchor) (3) (FrEng) 

high, pf; low, pf (also orch) 

INTERNATL 

4 Melodies Op. 8 (Bouchor) 

med, pf 

SALABERT 

Serres Chaudes Op. 24 (Maeterlinck) (5) 
med, pf 

SALABERT 

3 Lieder Op. 27 (Mauclair) 
med, pf 

SALABERT 

20 Songs 

high, pf; low, pf 

ed. Kagen INTERNATL 

20 Melodies 
high, pf 

ROUART (A: Salabert) 

CHAVEZ, CARLOS: 

3 Nocturnes (Shelley, Keats, Byron) 

SATB, pf 

SCHIRMER 

2 Songs (Dos Canciones) (EngSp) 

Mez/Bar, pf 


SEESAW 


BOOSEY 
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CHERUBINI, LUIGI: (1760-1842) 

4 Duets 

SS, pf/harp 

PETERS 

CHEVREVILLE, RAYMOND: 

Chansons Op. 36 (Careme) (5) 

T/Bar, pf 

CBDM (A: Elkan H) 

CHILDS, BARNEY: 

7 Epigrams 

S, cl, pf 

TRITEN (A; Presser) 

CHILDS, DAVID: 

7 Psalms 

low, pf; high, pf 

ABINGTON 

CHOPIN, FREDERIC: 

Chopin Songs (PolEng) 
high, pf 

ed. Paderewski MARKS (A: Bel win) 
Complete Works Vol 1-14 (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

UNIV MUS ED 
16 Polish Songs Op. 74 (Cer) 
high, pf; med, pf 

PETERS 

CHOU, WEN-CHUNG: 

7 Poems of the T'ang Dynasty 

T, fl, ob, cl, bsn, hn, tpt, tmb, perc, 
pf 

NEW MUSIC ED (A: Presser) 
CIMARA, PIETRO: 

5 Liriche (Series 1, 2) 

med (series 1), pf; high (Series 2) pf 
BONGIOVANNI (A: Belwin) 

CIMAROSA, DOMENICO: (1749-1801) 

10 Arie Inedite 

high and B-Bar, pf 

ZERBONI (A: Boosey) 
CITKOWITZ, ISRAEL- 

Chamber Music (Joyce) (5) 
med-high, pf 

ARROW (A: Boosey); AMC 
CLARK, EDGAR ROGIE 

Copper Sun (N. folksongs) (14) 
med, pf 

PRESSER, NYP LIBE 
CLARKE, HENRY LELAND: 

Emily Dickinson Canons 
med, vla/cello 

ACA 

4 Elements 
S, cello 

ACA 


4 Songs for a Young Lady 
high, pf 


ACA 


CLEMENTI, ALDO: 

2 Poesie 
S, pf 

ZERBONI (A: Boosey) 

CLERCQ, RENE DE: 

Liederen (Vol 1-7) (Dutch) 
all vcs, pf 

ALSBACH (A: Peters) 


COATES, GLORIA: 


Equivalents (3) (5 min) 

S/Mez, pf 

AMC 

5 Songs of Emily Dickinson (med diff) 
Mez, pf 

AMC 

Voices of Women in Wartime (4) (med 
diff) 

high S, 3 celli, timp, pf 

AMC 


COHEN, EDWARD: 

Serenade for a Summer Evening 
2S, A, 2T, B, 2 fl, cl, via, vin 

BOMART 

3 Songs 

SMez, via, cello 

BOMART 


COLERIDGE-TAYLOR, SAMUEL: 

3 Song Poems (Moore) 

med/high, pf (some in 2 keys) 

ENOCH (A; Associated) 


CONSOLI, MARC ANTONIO: 

3 Canzoni 
S, fl, cello 


AMC 


CONSTANT, FRANZ: 

3 Melodies Op. 62 
S/T, pf 

CBDM (A: Elkan H) 

COPE, DAVID: 

5 Songs for Soprano and Guitar 

S, gtr 

SEESAW 

5 Songs for Tenor 

T, hpscd 

SEESAW 

3 Songs for High Voice 
high, pf 

SEESAW 

3 Songs for Soprano 
S, pf 

SEESAW 
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COPERARIO, GIOVANNI: (ca. 1575-1626) 
Funeral Teares, Songs of Mourning, 
Masque of Squires 
med-high, lute 

STAINER (A; Galaxy) 

COPLAND, AARON: 

Old American Songs (Vol 1, 2) 
med, pf 

BOOSEY 

12 Poems of Emily Dickinson (diff) 
med-high, pf (also orch) 

BOOSEY 

COQUARD, ARTHUR: 

4 Duets Op. % (pub sep) 

SA, pf 

DURAND (A; Presser) 
CORIGLIANO, JOHN: 

The Cloisters (4) 
med, pf 

SCHIRMER 

CORKINE, WILLIAM: 

1st Book of Ayres 
all vcs, pf 

ed. Fellowes STAINER 
Second Book of Ayres (2 duets) 
med-high med-high (1-2) vcs, pf 
ed. Fellowes STAINER (A: Galaxy) 
CORNELIUS, PETER: 

Brautlieder (6) (GerEng) 
high, pf 

INTERNATL 

Christmas Songs (Weihnachtslieder) Op. 

8 (GerEng) 
med, pf 

BOSTON; SCHOTT (A: E-A) 
Complete Works Vol 1-5 (reprint of 
Breitkopf Edition) 

var instr and vocal combos 

UNIV MUS ED 

11 Selected Duets 

SS (3); Bar (4); SB (4), pf 
ed. Fellowes STAINER (A; Galaxy) 
Trauer und Trost Op. 3 (Cornelius) 
high, pf; med, pf; low, pf 

BREITKOPF L (A: Broude) 
Weihnachtslieder Op. 8 (GerEng) (6) 
high, pf; med, pf; low, pf 
PETERS; BARENREITER (A: Magna); 

BREITKOPF L (A: Broude) 
CORTES, RAMIRO: 

3 Spanish Songs (SpEng) 
high, pf 

SOUTHERN PEER 


CORTESE, LUIGI: 

5 Canti Populari della Liguria 
med, pf 

ZERBONI (A: Boosey) 
5 Moment! Musical! 
high, pf 

ZERBONI (A: Boosey) 
5 Poesie di Apollinaire Op. 36 
med, pf 

COLOMBO (A: Belwin) 

2 Canti Persiani 
med, fl, pf 

ZERBONI (A: Boosey) 

2 Sonetti di Petrarca 

high, pf 

COLOMBO (A: Belwin) 
4 Odes de Ronsard 
female vc, pf 

ZERBONI (A; Boosey) 

COULTHARD, JEAN: 

Nightwind (LePan) (4) (12 min) 

Mez, pf (also orch) 

8ERANDOL 

Spring Rhapsody (4) 

Cont, pf 

WATERLOO 

COUPERIN, FRANCOIS: (1668-1733) 

3 Chansons 

var vcs, kybd 

L'OISEAU 

3 Vestales Champetres et Trois 
Pol icons (sacred) 
var vcs, acap 

L'OISEAU 

COWELL, HENRY: 

3 Anti-Modernist Songs 
med, pf 


Elegies (Semain) (4) 

T, pf 

DURAND (A: Presser) 

CRESTON, PAUL 

3 Sonnets (Ficke) 
med, pf 

NYP LIBE 

CREQUILLON, THOMAS: 

12 Chansons 

var (3) vcs/3 instr 

ed. Thomas 
- PRO MUSICA (A: Broude) 

CRIST, BAINBRIDGE: 

Chinese Mother Goose Rhymes (7) 

(Chinese poems) 

S/Mez/med, pf 


FISCHER C 
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CRIST, BAINBRIDGE:(cont'd.) 

Coloured Stars (4) 
med, pf; high, pf 

FISCHER C 

Drolleries from an Oriental Doll's 
House (6) (3 Japanese, 3 Chinese) 
med, pf 

FISCHER C 

CROSSE, GORDON: 

The New World (Hughes) (6) (cycle) 
med, pf 

OXFORD 

3 Songs to Medieval French Texts (med 
diff) 

Mez, pf/(cl, perc, and pf) 

OXFORD 

CRUMB, GEORGE: 

Madrigals (Lorca) 

Book I: S, bvl, vibra 
Book II: S, fl (pic, A fl), 1 perc 
Book III; S, harp, 1 perc 
Book IV: S, fl (pic, A fl), harp, bvl, 

1 perc 

PETERS 

Night Music I (7) 

S, pf, cel, perc 

BELWIN 

Songs, Drones, and Refrains of Death 
(Lorca) 

Bar, elec gtr, elec bvl, elec pf (elec 
hpscd), 2 perc 

PETERS 

CUI, CESAR: 

6 Songs by C. Cui (Eng) 
high, pf; low, pf 

BOSTON 

CUMMING, RICHARD: 

We Happy Few (10) 
med, pf 

BOOSEY 

CUVILLIER, CHARLES: 

20 Melodies 

high, pf; low, pf 

ENOCH (A: Associated) 

DA COSTA, NOEL 

4 Glimpses of Night (Davis) 

Bar, pf 

OFC 

4 Haiku Settings 
S, pf 

OFC 

DADELOT, GEORGES: 

Bilitis Songs (Vol 1-3) 
high, pf 


DAHL, INGOLF: 

Cycle of Sonnets 
Bar, pf 

3 Songs (Ehrisman) 
S, pf 

DALBY, MARTIN: 

Muse of Love 
high, pf 


E-A 

E-A 

BOOSEY 


DALLAPICCOLA, LUIGI: 

An Matilde (Heine) 

S, pf/orch 

ZERBONI (A: Boosey) 
5 Frammenti di Saffo (diff) 

S, 15 instr 

ZERBONI (A: Boosey) 
Divertimento in Quattro Esercizi (diff) 

S, fl, ob, bsn, cl, via, cello 

BARENREITER (A; Magna) 

2 Liriche di Anacreonte 

S, 2 cl, via, pf 

ZERBONI (A: Boosey) 
5 Songs for Baritone (trans. Quasimodo) 
Bar, fl, A fl, cl, bcl 

ZERBONI (A: Boosey) 

Goethe Lieder (3) 

Mez, 3 cl 

ZERBONI (A: Boosey) 
Preghiere (Mendez) (3) 

B-bar, chamb grp 

ZERBONI (A: Boosey) 
4 Liriche di Machado 
S, 16 instr/pf 

ZERBONI (A: Boosey) 
Rencesvals (3 Fragments de la Chanson 
de Roland) 
high, pf 

ZERBONI (A: Boosey) 
Sex Carmina Alcaei 
S, 15 instr 

ZERBONI (A: Boosey) 

3 Laudi for Soprano and Chamber Or¬ 
chestra 

S, chamb grp 

BARENREITER (A: Magna) 

3 Poemi 

S, chamb grp 

SCHOTT (A: E-A) 
3 Studi dal "Kalewala" 

S, chamb grp 

BARENREITER (A: Magna) 


DALL'AQUILA, SERAFINO: 

3 Strambotti (med diff) 
med, 3 instr 


ESCHIG (A; Associated) 


OXFORD 
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DAMASE, JEAN: 

No Exit Op. 26 (Fr) (6) 
med, pf 

SALABERT 

DANYEL, JOHN: (ca. 1565-1630) 

Chromatic Tunes 
med, kybd 

ed. Warlock; Wilson 
CHESTER (A; Magna) 
Songs for the Lute, Viol and Voice 
var (1-2) vcs, lute, viol 

STAINER (A; Galaxy) 
DARGOMIjSKY, ALEX SERGE: 

Romances and Songs 
all vcs, pf 

MEZ KNIGA 

15 Duets 

high low, pf 

MEZ KNIGA 

3 Trios 
3 vcs, pf 

MEZ KNIGA 

12 Trios 
3 vcs 

MEZ KNIGA 

DASHOW, JAMES: 

Some Dream Songs 
S, vln, pf 

SEESAW 

DAUS, ABRAHAM: 

Rahel Songs 
low, fl, via 

ISRAELI (A: Broude) 

DAVIS, HARRIETTE: 

Fields of Wonder (Hughes) (5) 

VC, pf 

OFC 

DE ANGELIS, RUGGIERO: 

2 Canti Duecenteschi 

high, pf 

BONGIOVANNI (A: Belwin) 

3 Acqueforti 

high, pf 

BONGIOVANNI (A; Belwin) 
Tre Canti Op. 35 

S, fl, cl, hpscd, via, cello 

SONZOCNO (A; Belwin) 

DEBUSSY, CLAUDE: 

Album of Songs by Claude Debussy 
high, pf; low, pf 

BOSTON 

Ariettes Oubliees (FrEng) 
high, pf/orch, low, pf/orch 

INTERNATL 


Ariettes Oubliees (Fr) 
high, pf 

DURAND (A: Presser) 
Chansons de Bilitis (Louys) 
med fern, pf/orch 

JOBERT (A: Presser); INTERNATL 
5 Poemes de Baudelaire (FrEng) (in 43 
Songs; 30 Songs) 
low, pf 

INTERNATL 

5 Poemes de Baudelaire (FrEng) 
high, pf 

DURAND (A; Presser) 

2 Melodies sur des Poemes de Paul 
Verlaine 

med-high, pf 

JOBERT (A: Presser) 

12 Chants 

high, pf; low, pf 

DURAND (A. Presser) 
Fetes Galantes Vol I; (3); Vol II; (3) 
(FrEng) 

high, pf; low, pf 

INTERNATL; ELKAN V (A: Presser); 
JOBERT (Vol I only) (A; Presser) 
43 Songs (FrEng) 

high, pf; med-low, pf 

ed. Kagen INTERNATL 
Le Promenoir des deux Amants (4) 
(L'Hermite) (FrEng) 
low, pf/instr 

DURAND (A: Presser) 
Proses Lyriques (Debussy) (4) (FrEng) (in 
43 Songs, 30 Songs) 
high, pf; low, pf 

INTERNATL 

Proses Lyriques (Debussy) (4) (Fr) 
high, pf/orch 

JOBERT (A: Presser) 

4 Chansons de Jeunesse 
high, pf 

JOBERT (A: Presser) 
Romances (Bourget) (from 43 songs 
and 30 songs) 
all vcs, pf 

DURAND (A: Presser) 

30 Songs (FrEng) 
high, pf; low, pf 

SCHIRMER 

3 Ballades de Francois Villon (FrEng) 

med, pf/orch 

DURAND (A: Presser); ed. Pommer 
DEUTSCHER (A; Broude) 

3 Chansons de France (FrEng) (Charles 
d'Orleans, L'Hermite) 

Mez/Bar, pf 

DURAND (A; Presser) 
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DEBUSSY, CUUDE: (conf d.) 

3 Melodies (Verlaine) (FrEngCer) 
med, pf 

ESCHiG (A: Associated) 

3 Poemes de Stephane Mallarme 

med, pf/instr 

DURAND (A: Presser) 

12 Songs 

high, pf; low, pf 

PRESSER 

DE CASTRO, SERGIO: 

2 Canciones 
med, pf 

SOUTHERN PEER 

DECRUCK, F.: 

5 Poemes Chretiens 
med, pf 

DURAND 

DEDE, EDMUND: 

Chant Dramatique 
T, pf 

RUDMOR 

DELAGE, MAURICE: 

2 Fables de Jean de La Fontaine 

med, pf/instr 

DURAND (A; Presser) 

4 Poemes Hindoos 

high, 10 instr/pf 

DURAND (A: Presser) 

7 Hai Kai 
S/T, instr 

JOBERT (A: Presser) 

3 Melodies 

high, pf 

DURAND (A: Presser) 

3 Poemes 
high, pf 

DURAND (A: Presser) 

3 Poemes Desenchantees (Moulin) 

med, pf/instr 

DURAND (A: Presser) 

DELANO, JACK: 

4 Sones de la Tierra (Blanco) 

S, pf 

SOUTHERN PEER 

DELANNOY, MARCEL 

Etat de Vieille Op. 48 (Desnor) (5) 
med, pf, 

ESCHIG (A: Associated) 
4 Regrets (du Beilay) 
med, pf 

DURAND (A: Presser) 


DELIUS, FREDRICK: 

A Book of Songs (words ed. Pears) 

(Eng) 

(med diff) (Bk 1 (9); Bk 2: (11)) 
med, pf (some with orch) 

OXFORD 

Cynara (EngGer) 

Bar, pf/orch 

BOOSEY 

5 Songs from the Norwegian 

med, pf 

AUGENER (A: Galaxy) 

Ten Songs 
high, pf 

GAILLIARD (A: Galaxy) 
3 Ibsen Songs (easy) 

T,pf 

OXFORD 

3 Shelley Lyrics 
high (2), pf T(1) 

BREITKOPF L (A: Broude) 
Twilight Fancies 
med, pf 

OXFORD 

DELLO JOIO, NORMAN: 

6 Love Songs (15 min) (diff) 

med-high, pf 

FISCHER C 

3 Songs of Adieu (6 min) (diff) 

high, pf 

MARKS (A: Belwin) 

DEL TREDICI, DAVID: 

4 Songs (Joyce) 

high, pf 

BOOSEY 

1 Hear an Army 

S, 4 stgs 

BOOSEY 

Night ConjureVerse (Joyce) (2) (18 min) 
S/Mez/Countr T, 7 ww, stqt 

BOOSEY 

DELVINCOURT, ClAUDE: 

Chansons de la Ville et des Champs (6) 
(18th century) 
med, pf 

DURAND (A: Presser) 
4 Chansons de Clement Marot 

T, pf 

DURAND (A; Presser) 

DESSAU, PAUL 
9 Lieder (Vol 1) 
high SBar, pf 

DEUTSCHER (A: Peters) 

9 Lieder (Vol 2) 

SB, pf 


DEUTSCHER (A: Broude) 
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9 Lieder (Vol 3) 

AT, pf 

DEUTSCHER (A: Peters) 
DIAMOND, DAVID: 

5 Songs 
med, pf 

ASSOCIATED 
(A; Schirmer/Associated) 
Four Ladies (Pound) (4) 

B, pf 

SOUTHERN PEER 

Hebrew Melodies (Byron) (4) (20 min) 
high, pf 

SOUTHERN PEER 
L'Ame de Debussy (Debussy) (9) (25 
min) 

Bar/T, pf 

SOUTHERN PEER 
Love and Time (Louchheim) (5) (12 min) 
high, pf 

SOUTHERN PEER 
The Midnight Meditation (Olson) (4) (25 
min) (diff) 

B/Bar/low, pf 

SOUTHERN PEER 

3 Songs 
high, pf 

LIBE C 

Vocalises for Voice and Viola (10 min) 
S, via 

SOUTHERN PEER 
We Two (Shakespeare) (9) (35 min) 

(very diff) 

high/Mez, pf 

SOUTHERN PEER 

DI CHIERA, DAVID: 

Black Beads (3) (Kubinsky) 

Mez, pf 

SOUTHERN PEER 


DICKINSON, PETER: 

Extravaganzas 
med, pf 

NOVELLO 


DIEMER, EMMA LOU: 


A Miscellany of Love Songs (9) 
T, pf 


OFC 


4 Songs for Bass-Baritone and Piano 
(med diff) (8 min) 

B-bar, pf 

OFC 


Songs of Reminiscence (5) (Hendry) 
S, pf 


OFC 


The Four Seasons (FAIRY QUEEN- 
Purcell) 
high, pf 

OFC 


3 Mystic Songs 

SB, pf 

SEESAW 

DINERSTEIN, NORMAN: 

4 Settings (Dickinson) 

S, stqt 

BOOSEY 

DiSTLER, HUGO: 

3 geistliche Konzerte (diff) 

S, org 

BARENREITER (A: Magna) 
3 Sacred Concertos Op. 17 (Eng) 

S/T, org, hpscd 

CONCORDIA 

DITTERSDORF, KARL VON: (1739-1799) 

3 italienische Konzertarien 
S, 2 ob, 2 hn, stgs 

ed. Rhan 

BREITKOPF W (A; Associated) 
DOHL, FREIDHELM: 

7 Haiku 
S, fl, pf 

GERIG (A: Belwin) 

DOLMETSCH, ARNOLD: 

Select English Songs and Dialogues of 
16th and 17th Century Vol 1, 2 
med, kybd 

BOOSEY 

Select French Songs from 12 to 


18th century Vol 1, 2 


med, kybd 

BOOSEY 

DONATO, ANTHONY: 


Moonsongs 


high pf 

AMC 

3 Poems (Shelley) 


med, stqt 

AMC 

2 Windsongs 


high, org 

AMC 

DONAUDY, STEFANO: 



36 Airs of Ancient Style 

var vsc (high med-high), pf (1 duet 
SS) 

RICORDI (A: Schirmer) 

DONIZETTI, GAETANO: 

Composizioni de Camera Vol 1: (ItFr); 
Vol 2: (ItFrGer) 
high, pf 

ed. Mingardo 
RICORDI (A: Schirmer) 


452 


Appendix 


DOUGHERTY, CELIUS: 

5 Sea Chanties (folk) (13 min) 

med, pf 

SCHIRMER 

3 Songs (cummings) 
med-high, pf 

SCHIRMER 

DOWIAND, JOHN: (1563-1626) 

A Pilgrim's Solace (Book 4) 

med-high, lute/pf; (3 with lute, vin, 
cello) 

ed. Fellowes STAINER (A: Galaxy) 
50 Songs Book 1,11 
high, pf; low, pf 

ed, Fellowes; STAINER (A: Galaxy) 
First Book of Ayres 
med, lute/pf 

ed. Fellowes STAINER (A: Galaxy) 
Second Book of Songs 
med, lute/pf (1 duet) 

STAINER (A: Galaxy) 

7 Songs (EngGer) 
med, pf 

arr. Scheit UNIVERSAL (A: E-A) 

6 Songs for Voice and Guitar 

med, gtr 

ed. Dupre SCHOTT (A: E-A) 
Third Book of Songs 
med, lute/pf 

ed. Fellowes STAINER (A: Galaxy) 
3 Lieder with Guitar 
med, gtr 

ed. Sheit UNIVERSAL (A: E-A) 

2 Songs 

S, A rec, gtr 

BOTE (A: Associated) 

DRUCKMAN, JACOB: 

Dark upon the Harp (Psalms for 
Mezzo, Brass, Percussion) 

Mez, 2 tpt, hn, tmb, tuba, 2 perc 

PRESSER 

DUFAY, GUILLAUME: (ca. 1400-1474) 

2 Songs (med diff) 
low, 2 instr 

OXFORD 


DUKE, JOHN: 

6 Songs on Poems by Emily Bronte 
med, pf 

SOUTHERN PEER 
2 Songs (Hillyer; Houseman) 
med, pf 

NEW VALLEY 


3 Folk Songs 
low/med, pf 

FISCHER C 

3 Gothic Ballads (Heath-Stubbs) 

med/Bar/B, pf 

SOUTHERN PEER 
DUKE, VERNON (DUKELSKY, VLADIMIR): 

4 Songs (Blake) 

med, pf 

BROUDE 

Musical Zoo (Nash) 
med, pf 

GENERAL (A: Schirmer) 
6 Songs from A SHROPSHIRE LAD 
(Housman) 
med, pf 

BROUDE 

DUNCAN, EDMUNDSTONNE: 

Kings' Music (English kings and queens) 
med, pf 

ed. Duncan NYP LIBE 
DUNN, JAMES PHILLIP: 

Elizabethan Songs 
high, pf 

FISCHER J (A: Belwin) 

DUPARC, HENRI: 

Album of Songs (6) (FrEng) 
high, pf; low, pf 

BOSTON 

5 Melodies Op.2 

high, pf, med, pf, low, pf 

INTERNATL 

Melodies 

high (Vol 1) pf; med (Vol 2) pf 

ROUART (A: Salabert) 

Songs (12) 

high, pf; med, low pf 

ed. Kagen INTERNATL 

13 Songs 

high/med, pf 

SALABERT 


DUPIN, PAUL 

Trois Chansons de la Caractere 
Populaire 
med, pf 

DURAND (A: Presser) 

Trois Legendes 
med, pf 

DURAND (A: Presser) 


DU PLESSIS, HUBERT: 

5 Invocations 
T, pf 


2 Songs (Wylie) 
high, pf 


SCHIRMER 


NOVELLO 
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DUPRE, MARCEL 
4 Melcxiies 
Mez/Bar, pf 

DURAND (A: Presser) 

DUREY, LOUIS: 

2 Poemes D'HoChi-Minh 

high, pf 

CHANT (A: Belwin) 

Images a Crusoe 
med, stqt, fl, cl, cel 

CHESTER (A: Magna) 

3 Poemes de Petrone 

med, pf 

DURAND (A; Presser) 

DUTILLEUX, H.: 

4 Melodies 

med, pf 

DURAND (A; Presser) 

DVORAK, ANTON: 

Biblical Songs Op 99 (Sourek) 
(CzechCerEng) (Vol 1,2) 

high, pf; low, pf (also orch) 

BOOSEY; SCHIRMER; 
INTERNATL; FISCHER C 

3 neugriechische Lieder Op, 50 

med, pf 

BARENREITER (A: Magna) 
Echoes from Moravia (13) Vol 1, 2 
SA, pf 

SCHIRMER 

Evening Songs Op, 9 (2); Op, 31 (3); 

Op. 3 (4) 
med, pf 

BOOSEY; 
BARENREITER (A: Magna) 

4 Duets Op, 20 

ST/SA, pf 

BARENREITER (A: Magna) 
4 Favorite Songs (from Biblical Songs) 
high, pf; low, pf 

ROW (A; Fischer C) 
4 Moravian Duets Op. 38 
SA, pf 

SC HAUER (A: Associated) 
4 Serbian Songs Op. 6 (EngCer) 
med, pf 

SCHAUER (A; Associated) 
4 Songs Op, 7 (EngCer) 
med-high, pf 

SCHAUER (A; Associated) 
Gypsy Songs Op, 55 (Heyduk) (GerEng) 
high, pf; low, pf 

ARTIA (A; Magna); 
SCHAUER (A: Associated); 
INTERNATIONAL; SIMROCK 


Im Volkston Op, 73 (Czech) 
high, pf; low, pf 

ARTIA (A: Magna) 
Lieder Op, 2 (Pfieger-Moravsky) 
(CzechCerEng) 
high, pf 

BARENREITER (A: Magna) 
Lieder im Volkston Op. 73 (Czech) 

Mez, pf 

ARTIA (A; Magna) 

Love Songs Op. 83 (Pfieger-Moravsky) 
(8) (CzechCerEng) 
high, pf 

SCHAUER (A: Associated) 
Russische Lieder (CzechRuss) 

SA, pf 

BARENREITER (A; Magna) 
6 Biblische Lieder Op. 99 (20 min) 
med, org 

BARENREITER (A: Magna) 
6 Songs op. 7 
med, pf 

BARENREITER (A: Magna) 

3 Sacred Duets Op. 19 

A Bar, org 

Arita (A: Magna; Boosey) 

4 Lieder Op, 82 (CzechCer) 

high, pf; low, pf 

ARTIA (A: Magna; Boosey) 

EATON, JOHN: 

Holy Sonnets of John Donne (Donne) 

(5) 

Dram S, of/orch 

SHAWNEE 


EBEN, PETER: 

6 Lieder (Rilke) 
med, pf 

DEUTSCHER (A: Broude) 


ELDER, ROBERT: 

4 Lieder for Baritone 
Bar, pf 

4 Morgenstern Lieder 
S, pf 


TONOS 

TONOS 


EDMUNDS, JOHN: 

5 Arias 
high, pf 

FISCHER C 

3 Christmas Carols (med diff) 
high, pf; low, pf 

WORLD 


EDWARDS, GEORGE: 

3 Hopkinson Songs 
SS, 2 pf 


ACA 
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EGK, WERNER: 

4 Canzoni (Gerlt) 

high, pf/orch 

SCHOTTS (A: E-A) 

EICHHEIM, HENRY: 

Oriental Impressions (7) 

female vc, fl, ob, enghn, 4 vin, via, 
harp, pf, perc 

PRESSER 

EINEM, GOTTFRIED VON: 

8 Hafis-Songs Op. 5 
high, pf 

UNIVERALS (A: Boonin) 

5 Songs Op. 25 

high, pf 

PETERS 

5 Lieder aus dem Chinesischen Op, 8 
(Ger) 

med, pf 

BOTE (A; Associated) 
Kammergesange Op. 32 (8) 
med, chamb grp 

UNIVERSAL (A: Boonin) 
Rosa Mystica Op, 40 (Artmann) (Ger) 
med, pf/orch 

BOOSEY 

7 Lieder Op. 19 
high, pf 

BOTE (A: Associated) 

Von der Liebe (8) 
high, pf/orch 

BOOSEY 


EISLER, HANNS: 

Ausgewahite Lieder Vol 1, 2, 4,5 
var, vcs, pf 

DEUTSCHER (A: Broude) 
Kinderlieder (Brecht) (3) (Vol 5 
Ausgewahite Lieder) 
med, via 

BREITKOPF L (A: Broude) 
Lieder on Texts by B. Brecht 
med, pf 

BARENREITER (A; Magna) 
Lieder und Kantaten (6) (from Vol 5-10 
Complete Works) 
var (1-2) vcs, pf 

DEUTSCHER (A: Broude) 
Neue deutsche Volkslieder (Becher) 
med, pf 

DEUTSCHER (A: Broude) 
Palmstrom (5) Op, 5 (Morgenstern) 
Sprechstimme, pf, pic/fl, vin/vla, 
cello 

UNIVERSAL (A: Boonin) 


6 Holderlin-Fragmente (Vol 1: 
Ausgewahite Lieder) 

med, pf 

DEUTSCHER (A: Broude); 
BARENREITER A: Magna) 
Solidaritatslied Op. 27 (Brecht) 
med, pf/chamb grp 

UNIVERSAL (A: E-A) 
4 Kantaten Op. 60, 62, 64, 65, 
(published together) 
high, pf 

UNIVERSAL (A: E-A) 
4 Wiegenlieder fur Arbeitmutter Op. 23 
(Brecht) (Vol 2 Ausgewahite Lieder) 
med, pf 

DEUTSCHER (A: Broude) 

2 Elegien (Brecht) (Vol 2 Ausgewahite 
Lieder) 

med, pf 

DEUTSCHER (A: Broude); 
UNIVERSAL (A: E-A) 

Zeitungsausschnitte 
high, pf 

UNIVERSAL 

ELGAR, EDWARD: 

Fringes of the Fleet 
Low, pf; high, pf 

ASHDOWN 

Sea Pictures (5) 

Contr, pf/orch 

BOOSEY 

ELLINGTON, DUKE: 

The Great Music of Duke Ellington 
med, pf 

BELWIN 

ELWELL, HERBERT: 

3 Poems of Robert Liddell Lowe (med 
diff) 

T/S, pf 

FEMA (A; Crescendo) 

EMBORG, JENS: 

3 Duette Op. 30 (EngGer) 

SBar, pf 

LEUCKART (A; ASSOCIATED) 
ENESCO, GEORGES: 

7 Chansons sur vers de Clement Marot 
Op. 15 

med-high, pf 

ENOCH (A: Associated) 
ENGELBRECHT, RICHARD: 

3 Poemas de Rilke (SpCerEng) 
med, pf 

SOUTHERN PEER 
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EPSTEIN, DAVID: 

4 Songs 

S, hn, stgs 

PRESSER 

ERBSE, HEIMO: 

3 Eichendorff Songs (Ger) 
high, pf 

PETERS 

3 Morike Songs (Ger) 
med, pf 

PETERS 

ESCHER, RUDOLF: 

Chant du desir (Labe) Op. 22a 
Mez, pf 

DONEMUS (A; Peters) 
Univers de Rimbaud 

T, chamb grp 

DONEMUS (A; Peters) 

ESPIA, OSCAR: 

5 Canciones Playeras Espaholas 

med, pf/orch 

UME (A; Associated) 

2 Tonadas Levantinas 

med, pf 

UME (A; Associated) 

FALIA, MANUEL DE: 

7 Canciones Populares Espaholas 
(SpEngFr) 

high, pf; med, pf 

ESCHIG (A: Associated) 
7 Canciones Populares Espaholas (SpFr) 
med/high, pf 

CHESTER (A: Magna) 

3 Songs (Gautier) (FrEng) 

high, pf 

INTERNATL 

3 Songs (Gautier) (Fr) 
med, pf 

SALABERT 

3 Melodies (Gautier) (Fr) 
high, kybd 

CHESTER (A: Magna) 
FARBERMAN, HAROLD: 

The New York Times: August 30, 1964 
med, pf, perc 

GENERAL (A: Schirmer) 

FARKAS, FERENC: 

5 Canzoni dei Trovatori (Fr) 
med, gtr 

BERBEN (A: Presser) 
3 Eulau Songs (HungGer) 
high, pf 

BUDAPEST 

Wanderers' Songs (HungGer) 
med-high, pf 

BUDAPEST (A: Boosey) 


FAURE, GABRIEL 

Album of 6 Songs (sacred) 
high, pf 

BOSTON 

12 Chants 
med, pf 

DURAND (A: Presser) 
Faure Album Vol 1 (20), 2 (20), 3 (25) 

(Fr) 

S/T, pf; Mez/Bar, pf 

MARKS (A: Belwin) 
La Bonne Chanson Op. 61 (9) (Verlaine) 
(FrEng) 

high male, pf; low male, pf 

INTERNATL 

La Bonne Chanson Op. 61 (9) (Verlaine) 
high, pf; med, pf 

HAMELLE (A: Presser) 
La Chanson d'Eve Op. 95 (Van 
Lerberghe) (10) 
med, pf 

HEUGEL (A: Presser) 
Le jardin Clos Op. 106 (Van Lerberghe) 
( 8 ) 

med, pf 

DURAND (A; Presser) 
L'Horizon Chimerique Op. 118 (de Mir- 
mont) (4) 

med/low, pf 

DURAND (A: Presser) 

Lieder et Duos 
1-2 vcs, pf 

ENOCH (A; Associated) 
Mirages Op. 113 (de Brimont) (4) 
med, pf 

DURAND (A: Presser) 
Poeme d'un Jour Op. 21 (Grandmougin) 
(3) (FrGerEng) 

high, pf; low, pf 

DURAND (A: Presser) 

30 Songs (FrEng) 

high, pf; med, pf; low, pf 

ed. Kagen INTERNATL 
25 Selected Songs (FrEng) 
high, pf; low, pf 

SCHIRMER 

20 Melodies Vol 1, 2, 3 (same as Marks 
above) 

high, pf; med, pf 

HAMELLE (A: Presser) 
Venise, Cinq Melodies Op. 58 
(Verlaine) 

med-high, pf 

HAMELLE (A: Presser) 

FAVRE, G.: 

Poemes Marins (3) 
high, pf 

DURAND (A: Presser) 
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FAX, MARK: 

Cordoza Songs (Harris) (5) 

S/Mez, pf 

OFC 

FELDMAN, MORTON: 

4 Songs to e.e. cummings 

S, cello, pf 

PETERS 

Intervals 

B-Bar, cello, tmb, vibra, perc 

PETERS 

The O'Hara Songs 

B-bar, vln, via, cello, chimes, pf 

PETERS 

FENNIMORE, JOSEPH: 

Berlitz: Introduction to French (8) 
med, pf 

SCHIRMER 

FERRARI-TRECATE, LUIGI: 

Sette Brevi Canzoni 
high, pf 

BONGIOVANNI (A: Belwin) 

Stornelli (2) 
med-high, pf 

BONGIOVANNI (A: Belwin) 
FERRITTO, JOHN: 

5 Madrigals 

Mez, acap 

ACA 

FERROUD, P. O.: 

3 traute Gesange (Goethe) (3) 
high, pf/orch 

DURAND (A: Presser) 

5 Poemes (Toulet) 

med, pf 

DURAND (A: Presser) 
3 Chansons de Fous (Hugo) 

Bar/T, pf/orch 

DURAND (A: Presser) 
3 Chansons (Supervielle) 
med, pf 

DURAND (A: Presser) 

3 Poemes (Valery) 
med, pf 

DURAND (A; Presser) 

FICHER, JACOBO: 

6 Canciones De Parana Op. 77 

high, pf 

RICORDl BA (A: Schirmer) 
FIGUEROA, NARCISO: 

6 Canciones Infantiles (Pastor) 

S, pf 

OFC 


Suite of Songs Based on Puerto Rican 
Folklore (14) 

S, pf 

BOILEAU 

Villancicos y Aguinaldos (10) 

S, pf 

BOILEAU 


FINE, IRVING: 

Childhood Fables for Grownups (Vol 1, 
2) (Norman) (not diff) 
med, pf 

BOOSEY 

Mutability (Orgel) (6) (diff) 

Mez, pf 

MILLS (A; Belwin) 

FINE, VIVIAN: 

4 Songs 

#1: med, via; #2: med, vln, via; #3: 
med, 2 vln, via, cello; #4: med, 2 
vln, cello 

PRESSER 

The Great Wall of China (Kafka) (4) 
med, narr, fl, cello 

NYP LI BE 


FINZl, GERALD: 

A Young Man's Exhortation (Hardy) 

Op. 14 (10) (Part I, II) 

T, pf 

BOOSEY 

Before and After Summer (Hardy) (10) 
Bar, pf 

BOOSEY 

Dies Natalis (cycle cantata) Op. 8 (5) 
S/T, stg orch/pf 

PETERS 

Earth and Air and Rain (Hardy) (10) 

Bar, pf 

BOOSEY 

I Said to Love (Hardy) (6) 
low, pf 

BOOSEY 

Let Us Garlands Bring Op. 18 

(Shakespeare) (5) 

Bar, pf 

BOOSEY 

Music for LOVE'S LABOR LOST 

(Shakespeare) 
med, pf 

BOOSEY 

O Fair to See 
high, pf 

BOOSEY 

Til Earth Outwears (Hardy) (7) 
high, pf 

BOOSEY 
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To a Poet 
low, pf 


BOOSEY 


FISKE, R.: 

6 Nursery Tunes 
med, pf 

CHESTER (A: Magna) 
FLAGELLO, NICHOLAS: 

Songs from Blake's An Island in the 
Moon (6) 
high, pf 

GENERAL (A: Schirmer] 
The Land (Tennyson) (6) 

B-bar, pf/chamb grp 

GENERAL (A: Schirmer) 
FIANAGAN, WILLIAM: 

Moss (Moss) (5) 

S. pf 

PETERS (#1-4); 

SOUTHERN PEER (#5) 
The Weeping Pleiades (Housman) (5) 
Bar, fl, cl, vin, cello, pf 

SOUTHERN PEER 
Time's Long Ago (Melville) (6) 

S, pf 

SOUTHERN PEER 

2 Songs (Moss) 
high, pf 

PETERS 


FLEMING, ROBERT: 

The Confession Stone (Songs of Mary) 
med, pf 

LEEDS (A: Belwin) 

FLOTHUIS, MARIUS: 

4 Trifles 

high, pf/instr; low, pf 

DONEMUS (A; Peters) 
Kleine Suite Op. 47 (vocalises) 
high S, pf 

DONEMUS (A; Peters) 
Love and Strife Op. 34 (Eng) 

A, fl, ob, via, cello 

DONEMUS (A; Peters) 
4 Liederen van Chr. Morgenstern 

s, pf 

DONEMUS (A; Peters) 

FLOYD, CARLISLE: 

Mystery (5) (med diff) 

S, pf/orch 

BOOSEY 

The Pilgrimage 
low, pf/orch 

BOOSEY 


FONTYN, J.: 

2 Rondels of Charles d'Orleans 

med, pf 

ELKAN H 

FORD, THOMAS: (ca. 1580-1648) 

10 Airs from Musicke of Sundrie 
Kindes 

med-high, lute 

STAINER (A: Galaxy) 
FORNUTO, DONATO: 

Songs of Innocence and Experience 
(Blake) (6) 
high, pf 

BRANCH 

FORTNER, WOLFGANG: 

Shakespeare Songs 
med, pf 

SCHOTTS (A; E-A) 

4 Gesange (Holderlin) 

low. pf 

SCHOTTS (A; E-A) 

FOSS, LUKAS: 

3 Airs for Frank O'Hara's Angel 

S, counter T, cello/vla, hpscd/pf 

SALABERT 

The Song of Songs (cantata) (4) (Songs 
of Solomon) 

S, pf/orch 

FISCHER C 

Time Cycle 

S, cl, cello, perc, pf/cel 

FISCHER C 

FRANCAIX, JEAN: 

5 Chansons (FrGer) 

med, pf 

ESCHIC (A: Associated) 

5 Poemes (d'Orleans) (med diff) 
low/med, pf 

SCHOTT (A; E-A) 

Deux Chansons 

T, gtr 

SCHOTT (A; E-A) 

L'Adolescence Clementine (Marot) (5) 
med/Bar, pf 

ESCHIG (A: Associated); 
SCHOTT (A: E-A) 

3 Epigrammes 
S/T, pf 

SCHOTTS (A: Belwin) 

FRANCK, CESAR: 

Melodies (7) 

high, pf; low, pf 

ENOCH (A: Associated) 
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FRANCK, CESAR: (cont'd.) 

4 Melodies 

high, pf; low, pf 

ENOCH (A; Associated) 
6 Duets for Equal Voices 
SA, pf 

ENOCH (A: Associated) 

6 Songs 

high, pf; low, pf 

BOSTON (A: Frank) 

FRANCO, JOHAN: 

Ariel's Four Songs (THE TEMPEST) 
high, gtr/marimba 

ACA 

8 Children's Songs 
med, pf 

ACA 

4 Poems by Hamilton Williams 
med, pf 

ACA 

Sayings of the Word (Powers) 

Mez, pf 

ACA 

7 Poems under a Tree (Frankenburg) 

A, pf 

ACA 

Songs of the Spirit (Chistina) (Xmas) 
high, ww qnt, pf 

ACA 

3 Poems by Hamilton Williams 
med, pf 

ACA 

12 Words 
low, pf 

ACA 

2 Children's Duets 
SA, acap 

ACA 

2 Duets 

BarBar/MezMez, fl 

ACA 

2 Shakespeare Sonnets 
Bar/Contr, pf 

ACA 

2 Shakespeare Sonnets 
S/T, pf 

ACA 

FRANKEL, BENJAMIN: 

8 Songs Op. 32 

high, pf 

NOVELLO 

The Aftermath (Nichols) Op. 17 

T, tpt, stgs, timp, gong, off-stage tpt 
NOVELLO (A; Belwin) 

FRANZ, ROBERT: 

50 Selected Songs 

high, pf; med, pf; low, pf 

ed. Weizmann LYCHE (A; Peters) 


50 Songs (EngCer) 
high, pf; low, pf 

PRESSER 

Vocal Album (GerEng) 
high, pf 

SCHIRMER 

FRESCOBALDI, GIROLAMO: (1583-1643) 

2 Sacred Songs (ItEng) 

high, pf 

INTERNATL 

Arie Musical! 

med (1-3) vcs, pf/hpscd 

ed. Spohr SCHOTT (A: Belwin); 

LIBE C 

FRICKER, PETER: 

3 Sonnets Op. 7 

T, 7 instr 

SCHOTT (A: E-A) 

FROMM, HERBERT: 

5 Songs of Worship (HebEng) 

med, pf 

TRANSCON 

4 Psalms (Eng) 

high, pf/org 

TRANSCON 

3 Palestine Poems (HebEng) 
med, pf 

TRANSCON 

FUCHS, ARNO: 

3 Canciones (Sp) 
med, pf 

SOUTHERN PEER 

FULTON, NORMAN: 

2 Christmas Songs 
med, pf 

OXFORD 

GAILHARD, ANDRE: 

6 Chansons Exotiques 

high, pf 

CHOUDENS (A: Peters) 
GANDINO, ADOLFO: 

12 Nuove Melodie 
high, pf 

BONCIOVANNI (A: Belwin) 
Quattro Fiori 
high, pf 

BONCIOVANNI (A: Belwin) 

24 Melodie 
high, pf 

BONCIOVANNI (A: Belwin) 
GARCIA, LEOZ: 

2 Canciones 
med-high, pf 

UME (A; Associated) 
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6 Canciones 
med-high, pf 

UME (A: Associated) 
Tnptico De Canciones 
med~high, pf 

UME (A: Associated) 
GARCIA-MORILLO, ROBERTO: 

Romances del Amor y la Muerte (3) 
med. pf 

RICORDI BA (A: Schirmer) 
GARCIA ABRIL, A.: 

3 Canciones Espafiolas 

med, pf 

UME (A; Associated) 
Coleccion de Canciones Infantiles 
med, pf 

UME (A: Associated) 
GARCIA-CATURLA, ALEJANDRO: 

2 Afro-Cuban Poems [Carpentier) 

S/Mez, pf/orch 

SALABERT; NYP LI BE 
GARCIA DE LA PARRA, BENITO: 
Cancionero Espafiol 
var (1-4) vcs, pf 

NYP LI BE 

GARDNER, JOHN: 

4 Wanton Ballads (med diff) 

SSAATTBB, acap 

OXFORD 

GARLICK, ANTHONY: 

12 Madrigals 

3 female vcs, pf 

WORLD 

GASSMAN, REMI: 

3 Love Lyrics from Whitman 

S, fl, ob, cl, bsn, hn, tpt, tmb, timp, 
stgs 

MERCURY (A: Presser) 
GAUBERT, PHILIPPE: 

4 Ballades Frangaises (Fort) 

high, pf 

DURAND 

6 Melodies 
high, pf 

DURAND (A; Presser) 

3 Nouvelles Ballades (Fort) 
high, pf 

DURAND (A: Presser) 

GAVEAUX, PIERRE: 

Conservez bien la Paix du Coeur (from 
LE BOUFFE ET LA TAILLEUR) 
med, pf 

DURAND (A: Presser) 


GEISSLER, FRITZ: 

4 Liebeslieder nach hebraischen Texten 

S, 2 fl, bsn, perc, timp, harp, 4 stgs 
BREITKOPF L (A: Broude) 

GEORGES, ALEXANDRE: 

Les Chansons de Miarka (Richepin) 
high, pf; low, pf/orch 

ENOCH (A: Associated) 

GERBER, STEVEN: 

5 Short Songs on Am.erican Poems 

S, pf 

ACA 

3 French Songs 

T, pf 

ACA 

3 Songs on Ezra Pound 
S, pf 

ACA 

GERHARD, ROBERTO: 

7 Hai Ku 

Bar, stgs, pf 

BELWIN 

GERHARD, SAMUEL 

The Relativity of Icarus (Larson) 
med male vc, pf 

BELWIN 

GERSTEC OSWALD: 

5 English Poems 
med, pf 

ISRAELI (A: Broude) 

3 Songs on German Poems 

med, pf 

ISRAELI (A; Broude) 

GHEDINI, GIORGIO: 

2 Liriche 

high (1), pf; med (1), pf 

COLOMBO (A; Belwin) 

4 Canti Napoletani 

med-high, pf 

ZERBONI (A: Boosey) 

4 Duetti Sacri 

female high low, pf 

ZERBONI (A: Boosey) 

3 Canti di Shelley 

med, pf 

ZERBONI (A: Boosey) 
GIANNINI, VITTORIO: 

The Medead 
high, pf 

COLOMBO (A: Belwin) 

3 Poems of the Sea 
high, pf 

COLOMBO (A: Belwin) 
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GIBBS, CECIL ARMSTRONG: 

Songs of the Mad Sea Captain (4) 

B-bar, pf 

BOOSEY 

3 Lyrics by Christina (Rossetti) 
high, pf 

OXFORD 


GIDEON, MIRIAM: 

5 Sonnets from Shakespeare 

high, tpt, stqt/stg orch; low, tpt, 
stqt/stg orch 

/ 

4 Epitaphs from Robert Burns 
low, pf 

i 

Mixco (Asturias) 
low/med, pf 


Rhymes from the Hill (Morgenstern) 
med-high, cl, cello, marimba 

MO BART 

Songs of Voyage 
high, pf; low, pf 

ACA 

Spiritual Madrigals 

2 or 3 male vcs, pf, vin, cello, bsn 

ACA 

The Seasons of Time (Tanka poems) 
high, pf/instr 

GENERAL (A; Schirmer) 

3 Sonnets from FATAL INTERVIEW 

(Millay) 

high, pf/instr 

ACA 


GILSE, JAN VAN: 

3 Gedichte von Dehmel 

high, pf 

DON EMUS (A; Peters) 

4 Gedichte von C. F. Meyer 

med, pf 

ALSBACH (A: Peters) 
4 Liederen van Detlev von Lilienkron 
high, pf 

DONEMUS (A: Peters) 

2 Abendlieder 
med, pf 

DONEMUS (A: Peters) 


GINASTERA, ALBERTO: 

5 Canciones Populares Argentinas 
med, pf 

COLOMBO (A: Belwin) 
Las Horas de una Estancia (Ocampo) 

(5) (SpEng) 
high, pf 

SOUTHERN PEER 


GINSBURG, GERALD: 

Between Wake and Dream (de la 
Mare) (9) 
high, pf 

OFC 

Now What is Love (Elizabethan texts) 

( 12 ) 

high, pf 

OFC 

Remember (Rossetti) (3) 
med-high, pf 

OFC 

GIUFFRE, GAETANO: 

Dei Canti di Linguaggio dei Suoni 
(invented words) 

Mez, pf 

SEESAW 

GLANVILLE-HICKS, PEGGY: 

5 Songs for High Voice (Housman) 
high, pf 

WEINTRB (A: Music Sales) 
Last Poems (Housman) (5) 
high, pf 

WEINTRB (A: Music Sales) 
Letters from Morocco (ItGer) (Bowles) 

T, fl, ob, bsn, tmb, 3 perc, harp, 
stgs 

PETERS 

Profiles from China (Tietjens) (5) 

T,pf 

WEINTRB (A: Music Sales) 
13 Ways of Looking at a Blackbird 
(Stevens) (easy) 

S, pf 

WEINTRB (A: Music Sales) 
Thomsoniana (5 parodies) (Thomson) 

T, S, fl, hn, pf, stqt 

OFC 


GLASS, DUDLEY: 

Nonsense Songs by Edward Lear 
med, pf 


WARNE 


GIAZUNOV, ALEXANDER: 

2 Melodies Op. 27 
med, pf/orch 

BELAIEFF 


GLETLE, JOHANN MELCHIOR: 

(1626-1683) 

Geistliche Gesange (med diff) 

ATB, cont 

ed. Schanziin 
BARENREITER (A: Magna) 


GLINKA, MIKHAIL 

AusgewahIte Duette (Russ) 
highmed, pf 

SIKORSKI (A: Associated) 
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Choix de Romances et Chansons (Fr] 
high, pf 

CHANT (A: Belwin) 

Complete Works (Vol 1-18) 
var vocal and instr combos 

UNIV MUSIC ED 

Romances for Two Voices (Russ) 
high med, pf 

MEZ KNICA 

Romanzen und Lieder 
var vcs, pf 

SIKORSKI (A: Associated) 

GLORIEUX, F.: 

Trakledichte Op. 10 
med, pf 

ELKAN H 

GLUCK, CHRISTOPH: 

Oden und Lieder (Klopstock) (7) 
high/med, pf 

PETERS 

GODARD, BENJAMIN: 

12 Melodies (FrEng) 
med, pf 

DURAND (A; Presser) 

30 Morgeaux de Chant 
SAT, pf 

DURAND (A: Presser) 

20 Melodies (Fr) 

high and med keys, pf 

DURAND (A; Presser) 

12 Lieder (GerFr) 
med, pf 

DURAND (A; Presser) 

GOEHR, ALEXANDER: 

Songs from the Japanese Op. 9 (Hearn) 
high, pf 

SCHOTT (A: E-A) 

GOLD, ERNEST: 

Songs of Love and Parting (7) (med 

diff) 

S/T, pf 

SCHIRMER 

GOLDMAN, RICHARD FRANKO: 

2 Poems of William Blake 
med, pf 

MERCURY (A: Presser) 

GOLDMARK, KARL 

12 Gesange Op. 18 

high, pf; low, pf; med, pf 

DOBLINGER (A: Associated) 

GOMEZ CARILLO, MANUEL 

Danzas y Cantos Regionales del Norte 

Argentine Vol I, 11 
med, pf 

RICORDI BA (A; Schirmer) 


GOOSENS, EUGENE: 

Chamber Music (Joyce) (6) 
med, pf 

CURWEN (A: Schirmer) 

4 Songs 
high, pf 

CHESTER (A: Magna) 

3 Songs Op. 26 
med, pf 

CHESTER (A; Magna) 

CORELLI, OLGA: 

Autumn (Beechhold) (4) 

B, pf 

OFC 

Exos (Olessi) (3) (3 Themes on the Pas¬ 
sion of Christ) 
med, pf 

OFC 

If My Words Had Wings (Lewis) (3) 

Mez, pf 

OFC 

Three Madrigals (OlessI) 

S/Mez/T, pf 

OFC 

Transitions (Beechhold) (4) 

Mez/Bar, pf 

OFC 


GOTTLIEB, JACK: 

Haiku Souvenirs (Bernstein) 
high Bar, pf 

BOOSEY 

Songs of Loneliness (Cavafy) (7) 

Bar, pf/stgs, perc, pf 

SCHIRMER 

GOULD, ELIZABETH: 

Fraileries 
S, pf 

AMC 

GOUNOD, CHARUS: 

Biondina (Zaffira) (11) 
med, pf 

NYP LIBE 

15 Duos 
ST, pf 

CHOUDENS (A: Peters) 

5 Songs 

med-high, pf 

REC PUB 

Songs Vol 1-4 
high, pf; low, pf 

CHOUDENS (A: Peters) 

Songs Vol 1, 2 
high, pf; low, pf 

HAMELLE (A* Pres--r) 

20 Melodie (Frit) 
high, pf; low, pf 

RICORDI (A: Schirmer) 
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GRAENER, PAUL 

5 Lieder Op. 29 
med, pf 

UNIVERSAL (A: E-A) 
Nacht- und Spukgesange Vol 1,2 
(Morgenstern) 
med, pf 

BOTE (A: Associated) 
Neue Calgenlieder von Christian 
Morgenstern Op. 43 (7) 
med, pf 

BREITKOPF W (A: Associated) 

10 Lons-Lieder Op. 71 
high, pf; low, pf 

BOTE (A: Associated) 

GRANADOS, ENRIQUE: 

Canciones Amatorias (Ferrer) (7) 
high, pf 

UME (A: Associated) 
Coleccion de Tonadillas (Periquet) (10) 
med, pf 

UME (A: Associated) 

11 Tonadillas (EngSp) 
med, pf 

INTERNATL; UME (A: Associated) 
La Maja Dolorosa (3) 
med, pf, opt enghn 

INTERNATL 

La Maja Dolorosa (3) 

Mez, gtr 

UME (A: Associated) 

GRANDI/ALESSANDRO: 

O quam tu pulchra es 
high, pf 

SCHOTT (A: E-A) 

GRAZIANO, JOHN; 

Songs of Solitude 
S, ob, lute 

AMC 

GREAVES, TERENCE: 

8 Songs 
low, pf 

OXFORD 

GRETCHANINOV, AUEXANDRE: 

Five Songs (RussFrGer) 
med, pf 

BELAIEFF (A: Peters) 
Four Songs (RussFrGer) 
med, pf 

BELAIEFF (A: Peters) 
Snowflakes (Bryusov) Op. 47 (10) 
(RussGer) 
med, pf 

BREITKOPF L (A: Broude) 
Sonetti Romani Op. 160 (5) (RussEng) 
high, pf 


3 Elegies Op. 152 (RussFrGer) 

high, pf 

BELAIEFF (A: Peters) 

GRIEG, EDVARD: 

Album of twelve popular songs (Ger) 
high, pf; med, pf; low, pf 

PETERS 

Collected Songs (Nor) 

Vol 2; Op. 18, 21, 22 med-high, pf 
Vol 5; Op. 44, 48 med-high, pf 
Vol 6: Op. 49, 58 med-high, pf 
Vol 7: Op. 59, 60 med, pf 
Vol 9: Op. 69, 70 med, pf 
Vol 10: 10 Songs med, pf 

HANSEN (A; Magna) 

50 Songs (EngCer) 
low, pf 

PRESSER 

Grieg-Album (EngCer) 
high/med, pf 

PETERS 

Haugtussa Op. 67 (Garborg) (8) 

Mez, pf 

PETER; HANSEN (A: Magna) 

Selected Songs (CerEng) (36) 
high, pf; low, pf 

SCHIRMER 

6 Romances Op. 39 
med, pf 

HANSEN (A: Magna) 

6 Songs Op. 4 
med, pf 

HANSEN (A: Magna) 

12 Songs 

high, pf; med, pf 

PETERS 

GRIESBACH, KARL: 

4 Shakespearean Songs (Cer) 

low, pf 

PETERS 

Hoher Himmel 
high, pf 

BREITKOPF L (A: Broude) 

GRIPPES, CHARLES: 

4 German Songs (EngCer) 
med-high, pf 

PETERS 

4 Impressions (Wilde) (Eng) 
med, pf 

PETERS 

GROVLEZ, GABRIEL: 

Chansons Enfantines (Klingsor) Vol 1, 2 
med, pf 

ESCHIG (A: Associated) 

2 Odes Chinoises 
T, pf 


BELAIEFF (A: Peters) 


DURAND (A: Presser) 
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3 Melodies sur des Poemes de J. 
Dominique 

med, pf 

DURAND (A; Pressed 

2 Songs 
high, pf 

CHESTER (A; Magna) 
GRUENBERG, LOUIS: 

Animals and Insects Op. 22 (7) (Lind¬ 
say) (EngCer) 
med, pf 

UNIVERSAL (A: E-A) 

Four Songs Op. 24 
med, pf 

UNIVERSAL (A: E-A) 
GUASTAVINO, CARLOS: 

4 Canciones Argentinas 

med, pf 

RICORDI BA (A: Schirmer) 
Las Nubes (Cernuda) (3) (Sp) 
high, pf 

RICORDI BA (A: Schirmer) 
Por los Campos Verdes (Ibarbourov) 
(SpEngFr) 
high, pf 

RICORDI BA (A: Schirmer) 
Seis Canciones de Cuna (Mistral) 
high, pf 

RICORDI BA (A: Schirmer) 
Tres Canciones (de la Casa) 
high, pf 

RICORDI BA (A. Schirmer) 
Tres Canciones (Cernuda) 
med, pf 

RICORDI BA (A. Schirmer) 
GUERRINL GUIDO: 

Due Canzoni Abruzzesi 
high, pf 

BONGIOVANNl (A: Belwin) 
GUI, VITTORIO: 

4 Canti della Morte 
high, pf 

BONGIOVANNl (A: Belwin) 
GURIDI, JESUS: 

6 Canciones Castellanas 
med-high, pf 

UME (A: Associated) 
6 Canciones Infantiles 
med, pf 

UME (A: Associated) 

GURNEY, IVOR: 

Songs Vol 1-4 (20 each) (med easy) 
med, pf 


HAAS, JOSEPH: 

Christus Lieder Op. 74 
high, pf 

SCHOTTS (A: E-A) 

3 geistliche Lieder 

med, org 

LEUCKART (A: Associated) 
Kukuslieder Op. 38 
high, pf 

SCHOTTS (A: E-A) 
Rum Bidi Bum Op. 33 (10) 
var (1-2) vcs, pf 

LEUCKART (A; Associated) 
6 Cedichte Op. 48 
high, pf 

SCHOTTS (A: E-A) 

HAHN, REYNALDO: 

Chansons Grises (Verlaine) (7) 
med, pf 

HEUCEL (A; Pressed 
Etudes Latines (de Lisle) 
med, pf 

HEUCEL (A: Pressed 
5 Little Songs (Stevenson) 
med, pf 

HEUCEL (A; Pressed 
Melodies Choisies Vol 1, 2 (40) 
med, pf 

HEUCEL (A; Pressed 
9 Melodies Retrouvees 
high/med, pf 

SALABERT 

12 Songs (FrEng) 
high, pf; low, pf 

ed. Kagen INTERNATL 

HAILSTORK, A.C.: 

A Charm at Parting (4) 

VC, pf 

OFC 

HALFFTER, CRISTOBAL 

4 Canciones Leonesas 

S, pf 

UME (A: Associated) 

4 Brecht Lieder 
med, 2 pf 

UNIVERSAL (A: E-A) 

HALFFTER, ERNESTO: 

2 Canciones (FrSp) 
high, pf 

ESCHIG (A: Associated) 

HALFFTER, RODOLFO: 

2 Sonnets (de la Cruz) Op. 15 
med, pf 


OXFORD 


UME (A; Associated) 
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HALFFTER, RODOLFO: (cont'd.) 

4 Arien (It) 

T, pf 

UNIVERSAL (A: E-A) 
14 Arien (It) Vol 1, 2 
S, pf 

UNIVERSAL (A: E-A) 

HEAD, MICHAEL 

Over the Rim of the Moon (Ledwidge) 
high, pf; low, pf 

BOOSEY 

3 Psalms 

high, pf; low, pf 

ROBERTON (A: Pressed 

HEGER, ROBERT: 

4 Alte Marienlieder Op. 31 

s. pf 

UNIVERSAL (A: E-A) 

HEILNER, IRWIN: 

Chinese Songs 

med, fl, ob, cl, bsn, hn, tpt, tmb, pf, 
perc, stgs 

ACA 

HEISS, HERMANN: 

3 Hausliche Lieder (Ehlers) 

S, pf 

BREITKOPF W (A; Associated) 
13 Gesange (Kafka) 
med-high, pf 

BREITKOPF W (A: Associated) 
Galgenlieder (Morgenstern) (diff) 

S, fl 

WILLY MULLER (A: Peters) 
Lieder der Liebe (GerJapChinese) 

S, pf 

BREITKOPF W (A; Associated) 
7 dreistimmige Sentenzen (Michel) 
SABar, kybd/B stgs 

BREITKOPF W (A: Associated) 

HELM, EVERETT: 

2 Love Songs 
med, pf 


PRESSER 


HELPS, ROBERT: 

The Running Sun 
S, pf 

2 Songs by Melville 
S,pf 


HELY-HUTCHINSON, VICTOR: 

3 of Edward Lear's Nonsense Songs 

VC, pf 

PATERSON (A: Fischer C) 


HENRY VIII, KING OF ENGLAND 
(1491-1547) 

3 Songs 

med, pf; 3, 4 vcs acap 

LYREBIRD; NYP LIBE 

HENZE, HANS WERNER: 

Ariosi 

S, vln, pfs (4 hands) 

SCHOTT (A: E-A) 
Drei Fragmente nach Hblderlin 

T, gtr, 8 instr 

SCHOTT (A: E-A) 

5 Neapolitan Songs (Cer) 
med, chamb grp 

SCHOTT (A: E-A) 

HEPPENER, ROBERT: 

4 Songs on Poems by Ezra Pound 

med, pf 

DONEMUS (A: Peters) 

HERBERIGS, ROBERT: 

La Chanson d'Eve (Lerberge) (11) 
med, pf 

CDBM (A: Elkin H) 

HERBST, JOHANNES: 

3 Sacred Songs of Johannes Herbst 
med, pf 

BOOSEY 

HERMANS, NICO: 

Twee Nocturnes 
Mez, fl, stgs 

DONEMUS (A; Peters) 

HERRMANN, HUGO: 

Apokalypse 

Bar/S, stgs, perc 

TONOS 

Chinese Suite 
S, cello 

BREITKOPF W (A: Associated) 
Lieder einer Mutter 
med, pf 

SIKORSKKA: Associated) 
HERRMANN, WILLIAM: 

Deutsche Volkslieder Book I, li 
Op. 143 
SA/Bar, pf 

SCHAUER(A: Associated) 

HESELTINE, PHILIP: (Peter Warlock) 

A First Book of Songs (11) 
med, pf 

OXFORD 

Lillygay (5) (Eng) 
high, pf 

CHESTER (A: Magna) 
Peterisms Set 1 (3) (Eng) 
high, pf 


CHESTER (A: Magna) 
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Saudades (3) (Eng) 
med, pf 

CHESTER (A: Magna) 
Second Book of Songs (med diff) 
S/T/Bar, pf 

OXFORD 

Song Album 
med, pf 

BOOSEY 

The Curlew (Yeats) 
high, inst 

STAINER (A: Galaxy) 

13 Songs 

med-high, pf 

GALLIARD (A: Galaxy) 
HESSENBERG, KURT: 

Lieder eines Lumpen Op. 51 (med diff) 

T, pf 

BARENREITER (A; Magna) 

10 Lieder 

Mez/Bar, pf, vln, via 

SCHOTTS (A: E-A) 

HILL, jACKSON: 

3 Songs of War 
S, pf 

OFC; AMC 

HINDEMITH, PAUL 

Das Marienleben (Rilke) 

S, pf 

SCHOTT (A; E-A) 

Des Todes Tod Op 23a (Rimbaud) (3) 

S, (2 via, 2 celli)/pf 

SCHOTTS (A; E-A) 

Die Junge Magd Op. 23 #2 (Trakl) (6) 

A, fl, cl, stqt/pf 

SCHOTTS (A: E-A) 

13 Motetten (Lat) 

S/T, pf 

SCHOTTS (A; E-A) 
Lieder fur Soprano Op. 18 (8) (Ger) 

S, pf 

SCHOTTS (A: E-A) 

9 English Songs 
S/Mez, pf 

SCHOTTS (A: E-A) 

6 Lieder on Poems of F Hdlderlin (Ger) 

T, pf, S, pf, low, pf 

SCHOTTS (A; E-A) 

2 Songs (Eng) (Cox) 

high/med, pf 

SCHOTT (A: E-A) 

HIVELY, WELLS: 

Songs for a Little Son 
med, pf 

ACA 

3 Shakespeare Songs 

high, pf 


HOAG, CHARLES: 
3 Songs 
med, pf 


NEW VALLEY 


HOBSON, BRUCE: 

3 Portraits for Man's Voice and Piano 
(10 min) (Moore, Wilbur, Bly) 

Male, pf 

MOBART (A: Bomart) 

HODDINOTT,ALUN: 

Landscapes (Humphreys) (5) (med diff) 
high, pf 

OXFORD 

HOGENHAVEN, KNUD: 

Fire Engelske Sonetter (Eng) (4) 

S, pf 

FOG (A: Peters) 

HOIBY, LEE: 

3 Coloratura Songs 

high, pf 

SOUTHERN PEER 

HOLLER, KARL: 

Geistliche Gesange Op. 17a (GerEng) 

( 6 ) 

S, pf 

LEUCKART (A: Associated) 

HOLLISTER, DAVID: 

Songs of Death (Ransom, Keats, Wilde, 
Bodenheim) (7 min) 

S/T, pf 

ACA; AMC 

HOLLOWAY, ROBIN: 

4 Poems (Thomas) 

Mez, pf 

BOOSEY 

Georgian Songs (med diff) (10) 

Bar, pf 

BOOSEY 

7 Poems (Stevens) 

S, pf 

BOOSEY 

This is Just to Say (Williams) (13) 

T, pf 

BOOSEY 

3 Georgian Songs (med diff) 

Bar, pf 

BOOSEY 

3 Poems (Empson) (diff) 

Mez, fl, sax, cl, 7 perc, hpscd, bvl 

BOOSEY 

2 Songs for Mezzo and Guitar 
Mez, gtr 

BOOSEY 


ACA 
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HALL, JEFFREY: 

2 Settings from Ahab (MOBY DICK) 

B, pf 

MO BART (A; Bomart) 
HAMILTON, ALISDAIR: 

The Plumes of the Time (cycle) (4) (6 
min) 

med, pf 

ROBERTON (A: Presser) 

HAMILTON, IAIN: 

Dialogues 

Col S, chamb grp 

SCHOTT (A: E-A) 
5 Lyrics of Torquato Tasso 
Bar, pf 

PRESSER 

HAMMERSCHMIDT, ANDREAS: 
(1612-1675) 

3 geistliche Konzerte 

SS/TT, cont 

HANSSLER (A: Peters) 

HANDEL, G.F.: 

8 Lieder 
low, pf 

BREITKOPF L (A: Broude) 
Airs Fran^ais (FrEngCer) 

S, cont 

BARENREITER (A: Magna) 
Alt-Arien from Operas and Oratorios 
(ItGer) (12) 

A, pf 

ed. Dresel 
BREITKOPF L (A: Broude) 
Collection of Songs 

Vol 1: S; Vol 2: Dramatic S; Vol 3: 
Mez; Vol 4: Contr; Vol 5: T; Vol 6: 
Bar; Vol 7: B 

ed. Ford; Erlebach BOOSEY 
Complete Works (reprint of Breitkopf 
Edition) Vol 1-96, 6 Supp 
var instr and vocal combos 

UNIV MUS ED 

Duets (35 duets 4 trios) 

SA, pf; SS, pf; SB, pf 

GREGG (A; Kalmus) 

Duettenkranz 

Vol IV: SB, pf; Vol V: AT, pf; SB, 
pf; Vol VI: SA, pf; SMez, pf 

ed. Martienssen PETERS 
15 Arias for High Voice (ItEng) 
high, pf 

ed. Wolff SCHIRMER 
5 Arias in Florid Style 
S, pf 

REC PUB 


45 Arias Vol 1-3 
high, pf; low, pf 

ed. Kagen INTERNATL 
Lucretia (cantata) (ItEng) 

S, pf 

ed. Tippett; Bergmann 
SCHOTT (A: E-A) 

Neun deutsche Arien 
S, pf, vin, cello 

BREITKOPF L (A: Broude) 
Opern Duette Vol 6 
var (2) vcs, pf 

ed. Martienssen PETERS 
Secular Solos for Bass 
B, pf 

NOVELLO 

6 Italian Arias Vol I, II 
S, pf/pf and vIn 

HINRICHSEN (A: Peters) 

6 Italian Chamber Duets (ItCer) 

SS/SA, pf 

ed. Brahms PETERS 

10 Songs 
med, pf 

ed. Somervell FABER (A: Schirmer) 
The Works of C.H. Handel 
original keys, pf 

GREGG 

30 Arias for a Female Voice (EngGer) 
S/Mez/A, pf 

PETERS 

12 Songs 
S, pf 

ed. Rondegger BELWIN 
HANDMAN, DOREL 

7 Melodies 

high, pf 

DURAND 

HANNIKAINEN, ILMARI: 

5 Volkslieder aus Tavastland (FinnCer) 
Vol 1, 2 

med-high, pf 

FAZER 

HARRIS, ROGER: 

5 Miniatures about Love 
S, pf 

SEESAW 

HARRHY, EDITH: 

2 Songs of the Sea (easy) 

B/Bar, pf 

HARRIS (A: Brodt) 

HARTIG, HEINZ: 

3 Songs Op. 40 

Bar, pf 

BOTE (A: Associated) 
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HARTLEY, WALTER: 

Psalm Cycle 
med, pf, fl 

TRITEN (A; Pressed 

2 Songs after William Blake 

S, pf 

CRESCENDO 

HASSE, JOHANN FRIEDRICH: (1699-1783) 
8 Ringelnatz-Capricien 
Bar, pf 

SIRIUS (A; Peters) 

HATTEY, PHILLIP: 

7 Poems of Robert Graves 
med, pf 

BOOSEY 

HAUBIEL, CHARLES: 

Mother Goose Songs (15) 
high, pf 

COMP PR (A: Seesaw) 

3 Love Songs (Mason) 

high, pf 

SEESAW 

3 Nature Songs (Mason) 
high, pf 

SEESAW 

3 Philosophical Songs (Mason) 
high, pf 

COMP PR (A: Seesaw) 

HAUER, JOSEPH: 

Holderlin-Lieder Vol 1; Op. 6, 12; Vol II: 
Op. 23; Vol 111: Op. 32; Vol IV: Op. 40 
Bar, pf 

UNIVERSAL (A: E-A) 

HAUSSERMANN, R.: 

5 Singing Miniatures 
high/med, pf 

SEESAW 

3 Moods 

high/med, pf 

SEESAW 

HAWKINS, J.: 

3 Cavatinas 

S, vin, cello, vibra, cel 

BERANDOL 

HAYAMA, M.: 

3 Pieces pour Soprano et Pianoforte 
S, pf 

ONGAKU (A: Presser) 

HAYASHI, AZUSA: 

Yakushiji Azuma-to (Jap) 

Mez, pf 

JAPAN; NYP LIBE 


HAYASHI, H.: 

Sky 

S, fl 

ONGAKU (A: Presser) 
HAYDN, FRANZ JOSEF: 

Arias from the Operas Vol 1, 2, 3 
(ItHung) 

Vo! 1: S/Mez. pf; Vol 2: T, pf; Vol 
3: Bar/B, pf 

BUDAPEST (A: Boosey) 
Aden fur Baritone (Bass) (3) 

Bar, pf 

ed. Robbins-Landon, 
H-M (A: Universal) 

Aden fur Sopran 

S, pf 

ed. Robbins-Landon 
H-M (A: Universal) 

Aden ftir Tenor (4) 

T, pf 

ed. Robbins-Landon, 
H-M (A: Universal) 
Canzonettas and Songs Vol 1, 2 (33) 
(EngItGer) 
high, pf 

ed. Landshoff PETERS 
3 Aden fur Baritone 
Bar, pf 

H-M (A: Universal) 

3 Lieder 

med, gtr 

ed. Scheit 
DOBLINGER (A: Associated) 

4 Arias for Tenor (It) 

T, pf 

UNIVERSAL (A: Boonin) 
14 Arias for Soprano Vol 1, 2 (It) 

S, pf 

UNIVERSAL (A: Boonin) 
Lieder fur eine Singstimme (Complete 
Works, Vol 29) 
var VC, pf 

HENLE (A: Brodt) 
Part Songs (see Voices with Other 
Voices) 

Schottische Lieder 
var VC, vIn, cont 

HENLE (A: Brodt) 
3 Arias for Baritone (It) 

Bar, pf 

UNIVERSAL (A: E-A) 

12 Canzonets (Eng) 
high, pf 

GALLIARD (A: Galaxy) 
HAYDN, MICHAEL: (1737-1806) 

3 Arien (It) 

Bar, pf 


UNIVERSAL (A: E-A) 
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HOLST, GUSTAV: 

Four Songs for Voice and Violin Op. 

35 (Eng) 
high, vin 

CHESTER (A: Magna) 

12 Songs (Wolfe) 
med-high, pf 

GALLIARD (A: Galaxy) 

Vedic Hymns Op. 24 (Eng) 
med-high, pf 

CHESTER (A: MAGNA) 

HOLST, IMOGEN: 

6 Shakespeare Songs 
B/Bar, 3 rec 

FABER (A: Schirmer) 

HOLT, PATRICIA BLOMFIELD: 

3 Songs of Contemplation 

S/T, pf 

BERANDOL 

HONEGGER, ARTHUR: 

Fragments, extraits de LES PAQUES A 

NEW YORK (3) 

S, stqt 

COMP MUS CORP (A: Fischer C) 

Petit cours de morale 
med, pf 

SALABERT 

4 Chansons pour Voix Graves (Ronsard, 

Verlaine) 

low, pf/orch 

SALABERT 

4 Poemes 
med, pf 

CHESTER (A: Magna) 

6 Poemes d'Apollinaire 
med, pf/orch 

SALABERT 

3 Chansons de la Petite Sirene (Morax) 
med, pf/stqt, fl 

SALABERT 

3 Poemes de P. Claudel 
med-high, pf 

SALABERT 

3 Poemes de P. Fort 
med, pf 

SALABERT 

3 Psaumes (Trans, de Beze; Marot) 

#1 med/Iow, pf; #2 high, pf; #3 
high/med, pf 

SALABERT 

HOPKINS, BILL 

2 Poems Qoyce) (very diff) 

S, bcl, tpt, harp, via 

UNIVERSAL (A: E-A) 


HOPKINSON, FRANCIS: 

Colonial Love Lyrics 
med-high, pf 

FISCHER C 

7 Songs for Harpsichord of Piano Forte 

med-high, pf 

NYP LIBE, LIBE C 
HORST, ANTON VAN DER: 

3 Geestelijke Liederen 
low, pf 

DONEMUS (A: Peters) 

3 Oud-Nederlandsche Liederen 

high, pf 

ALSBACH (A: Peters) 

HORVATH, jOSEF: 

4 Songs (Holderlin) (Ger) 

S/T, fl, cl, via, cello 

PETERS 

HORVIT, MICHAEL 

3 Songs of Elegy (Dickinson) 

S, pf 

SCHIRMER EC 

HOSKINS, WILLIAM: 

2 Songs 

Bar, pf 

ACA 

HOVHANESS, ALAN: 

Dawn at Laona Op. 153 (Hovhaness) 

(4) (8 min) 
low, pf 

BROUDE 

8 Songs (EngArmenian) (Op. 238, 242) 

low, pf 

BROUDE 

4 Songs Op. 238 

low, pf 

BROUDE 

4 Songs Op. 242 
low, pf 

BROUDE 

Love Songs of Hafiz Op. 33 
med, pf 

BROUDE 

3 Odes of Solomon Op. 5 (8 min) 

med, pf 

BROUDE 

3 Songs Op. 95 (Harper) 
med-Iow, pf 

BROUDE 

2 Shakespeare Sonnets 
med, pf 

BROUDE 


HOWE, MARY: 

Baritone Songs 
Bar, pf 


GALAXY 
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English Songs Part I, II, 111 
med-high, pf 



GALAXY 

French Songs 


high, pf 

GALAXY 

German Songs 


high, pf 

GALAXY 

7 Goethe Songs 


high, pf 

GALAXY 

3 Hokku 


high, pf 

GALAXY 


HUE, GEORGES: 

Chansons du Valet de Coeur (Klingsor) 
(4) 

T/med, pf 

HEUGEL (A: Pressed 
Chansons Lointaines (4) (#4 with fl) 
med, pf 

SALABERT 

Chansons Printanieres (7) 
high, pf 

SALABERT 

Croquis d'Orient (Klingsor) (Set 1, 2) 
high, pf 

HEUGEL (A; Presser) 
Versailles (Samain) (4) 
med, pf 

HEUGEL (A: Presser) 

HULLEBROECK, EM.: 

Liederen (Vol 1-19) (Dutch) 
all vcs, pf 

ALSBACH (A: Peters) 
HUMPHREY, PELHAM: 

3 Songs (from TREASURY OF 
MUSICK) 
var vcs, pf 

L'OISEAU 

3 Songs 
med, pf 

ed. L Holst LYREBIRD; NYP LIBE 
HURD, MICHAEL 

Shore Leave (med diff) (Untermeyer) (6) 
Bar, stgs 

NOVELLO 

HURST, GRAYSON: 

2 Chinese Love Songs 

high, pf 

BERANDOL 

HUYBRECHTS, ALBERT: 

3 Poemes de'Edgar A. Poe (trans. 
Mallarme) 

S/Mez, pf 


HYSON, WINIFRED: 

Songs of Job's Daughter (12 min) 
S, pf 


OFC 


IBERT, JACQUES: 

Chansons de Don Quichotte (4) 

B, pf 

LEDUC (A: Presser) 

2 Melodies 

med-high, pf/instr 

HEUGEL (A: Presser) 

Quatre Chants 
S, pf 

HEUGEL (A; Presser) 

D'INDY, VINCENT: 

Chansons Populaires du Vivarais (Vol 1, 

Op. 52; Vol 2, Op. 101) 
med, pf 

DURAND (A: Presser) 


IMBRIE, ANDREW: 

3 Songs 
S, pf 


AMC 


IPPOLITOV-IVANOV, MIKHAIL 

Vier Romanzen (RussFrGer) 
med, pf 

BREITKOPF W (A: Associated) 
IREUND, JOHN: 

11 Songs 
med, pf 

GALLIARD (A: Galaxy) 
5 Poems by Thomas Hardy 
Bar, pf 

OXFORD 


Songs of the Wayfarer 
Bar, pf 


BOOSEY 


Songs Sacred and Profane (6) 
med, pf 

SCHOTT (A: E-A) 
The Land of Lost Content (6) 

(Housman) 
low, pf 

AUGENER (A: Galaxy) 
2 Songs (Housman) (med diff) 

Bar, pf 

OXFORD 


IVANOVA, LIDIA: 

3 Canti di Shakespeare per Soprano 
Leggero 
ColS, pf 

SANTIS 

21 Canti ad una, due, e tre voci pari 
1-3 eq vcs 

SANTIS 


CBDM (A: Elkan H) 
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IVES, CHARLES: 

T1 Songs and 2 Harmonizations 
med, pf 

ed. Kirkpatrick ASSOCIATED 
(A; Schirmer/Associated) 

4 Songs 
med, pf 

PRESSER 

14 Songs 

orig keys, pf 

SOUTHERN PEER 

9 Songs 

orig keys, pf 

SOUTHERN PEER 

19 Songs 
med, pf 

MERCURY (A; Pressed 

114 Songs 
var vcs, pf 

SOUTHERN PEER 
with PRESSER and ASSOCIATED 

Sacred Songs 
orig keys, pf 

SOUTHERN PEER 

7 Songs 
med, pf 

ASSOCIATED 
(A: Schirmer/Associated) 

10 Songs 

var vcs, pf 

SOUTHERN PEER 

13 Songs 

orig keys, pf 

SOUTHERN PEER 

34 Songs 
high, pf 

MERCURY (A: Presser) 

3 Songs 
med, pf 

ASSOCIATED 
(A: Schirmer/Associated) 

12 Songs 

orig keys, pf 

SOUTHERN PEER 
IVEY, JEAN EICHELBERGER: 

3 Songs of the Night (14 min) 

S, A fl, cl, via, cello, pf tape 

FISCHER C 

JACOB, DOM CLEMENT: 

Cartes Postales 
high, pf 

JO BERT (A: Presser) 

Chansons dAmour 
high, pf 

JO BERT (A; Presser) 

Deux Chansons de Mezzetin 
high, pf 


Deux Poemes de Tristan Dereme 
high, pf 

JOBERT (A: Presser) 
Six Poemes de Jean Cocteau 
high, pf 

JOBERT (A; Presser) 
3 Poemes d'Alfred de Musset 
high, pf 

JOBERT (A: Presser) 

JACOBI, FREDERICK: 

3 Songs (Freneau) 

med, pf 

NEW VALLEY 

JAMES, THOMAS: 

4 Poems of Michael Fried 

S, fl, cl, bcl, vin, via, cello 

BOMART 

The Bath 
med, pf 

ACA 

JANACEK, LEO: 

Diary of One Who Vanished (22) 
(CzechGer) 

T/ST, pf 

BARENREITER (A: Magna); 

SUPRAPHON (A: Boosey) 
Hochwalder Volkspoesie (13) 
med, pf 

BARENREITER (A: Magna); 

SUPRAPHON (A: Boosey) 
Koniginnen (11) (Czech) 
med, pf 

BARENREITER (A: Magna) 
26 Folksongs (Czech) 
med, pf 

BARENREITER (A: Magna); 

SUPRAPHON (A: Boosey) 

JANNEQUIN, CLEMENT: (ca. 1475-ca. 

1560) 

Chansons Polyphoniques 
var vcs, pf 

ed. Tillman; Lesure L'OISEAU 

JAUBERT, MAURICE: 

4 Romances 
high, pf 

JOBERT (A: Presser) 

JELINEK, HANNS: 

13 kleine Lieder Op. 13 
med, pf 

UNIVERSAL (A: E-A) 

4 Lieder fur mittlere Stimme 
med, pf 

MODERN 


JOBERT (A: Presser) 
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JENTSCH, WALTER: 

Sechs Lieder 

high, pf; low, pf 

RIES (A: Peters) 

JERGENSEN, DALE: 

Tanka Pieces 

S, fl, cl 

SEESAW 

JOIAS, BETSY: 

Mots (7) 

SMezContB, fl, 2 ob, cl, bsn, hpscd, 
harp, perc 

HEUGELCA: Pressed 

JOUVET, ANDRE: 

Les Trois Complaintes du Soldat 
(J olivet) 

Bar, pf/orch 

DURAND (A: Presser) 
Poemes Intimes (5) 
med, pf 

HEUCELfA: Presser) 

Suite Liturgique 

SU, cello, enghn, harp 

DURAND (A: Presser) 
3 Chansons de Menestrels 
med, pf 

HEUGEKA; Presser) 

3 Poemes Galants 

med, pf 

HEUGELCA: Presser) 

JONES, MARJORIE: 

4 Short Solos 

med, pf 

GENTRY (A: Presser) 

JONGEN, JOSEPH: 

Les Fetes Rouges Op. 57 (3) (Hellens) 

S, pf 

CBDM (A: Elkan H) 

JONGEN, LEON: 

Provinciales (Jongen) (10) 
med, pf 

CBDM (A; Elkan H) 

JOSEPHS, WILFRED: 

4 Japanese Lyrics 
high, cl, pf 

NOVELLO 

JOUBERT, JOHN: 

6 Songs of Emily Bronte Op. 63 
high, pf 

NOVELLO 

Two Invocations 

T, pf 

NOVELLO 


JURAFSKY, ABRAHAM: 

Coplas 
high, pf 

RICORDI BA (A: Schirmer) 
4 Canciones al Estilo Popular Argentino 
high, pf 

RICORDI BA (A: Schirmer) 

3 Melodias 
high, pf 

RICORDI BA (A: Schirmer) 
KABALEVSKi, DMITRI: 

7 Merry Songs (Nursery Rhymes) 
med, pf 

LEEDS (A: Belwin) 
6 Sonnets de Shakespeare (Fr) 

Bar, pf 

CHANT (A: Belwin) 
KABURAGI, MITSUGU: 

Highland Fragments (Engjap) (5) 

S, pf 

JAPAN 

Poems of the Sea (Engjap) 

S, pf 

JAPAN 

KAGEN, SERGIUS: 

3 Satires 

med, pf 

MERCURY (A: Presser) 
KAHN, ERICH ITOR: 

4 Nocturnes 

S, pf 

ACA 

4 Pieces on Medieval German Poems 
S, pf 

ACA 

3 Chansons Populaires 
Mez, pf 

ACA 

2 Psalms 
Mez, pf 

ACA 

KALOMIRIS, MANOLIS: 

lambes et Anapestes (FrCreek) (8 plus 
prelude) 
high, pf 

SALABERT 

Je t'aime (FrCreek) (6 plus prelude) 
med-high, pf 

SALABERT 


KAPR, JAN: 

Contraria Romana (8) (classic Latin 
poets) 

Bar, pf 

GENERAL (A: Schirmer) 

Krystal 

T, pf 

ARTIA (A: Magna; Boosey) 
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KAROOS, ISTVAN: 

Cyclus Antiquus (Creek, Roman texts) 
(Eng) 

high, pf 

GENERAL (A: Schirmer) 
KARLINS, M. WILLIAM: 

4 Inventions and a Fugue 

A, bsn, pf 

ACA 

3 Songs 
S, fl, pf 

MEDIA 

3 Songs on 16th and 17th Century 
Poems 

S, fl, vin, cello 

ACA 

KASEMETS, U.: 

3 Miniatures 
med-high, pf 

BERANDOL 

KASILAG, LUCRECIA: 

5 Philippine Folksongs 

med-high, pf 

SOUTHERN PEER 

KAUDER, HUGO: 

2 Songs 

any vc, hn, harp 

SEESAW 

KAUPPI, EMIL 

Suomalaisiakansanlauluduettoja 
(VoI1,2) 
high low, pf 

FAZER 

KAY, ULYSSES: 

3 Pieces after Blake 

Mez, vIn, cello, pf 

FISCHER C 

KAYSER, LEIF: 

3 Salmi per Contralto e Organo 
(Lat] (Psalm 129, 98, 121) 

Contr, org 

FOG (A: Peters) 

KEEL, FREDRICK: 

Elizabethan Love Songs Vol 1, 2 
high, pf; low, pf 

BOOSEY 

3 Salt Water Ballads (Masefield) 
med, pf 

BOOSEY 

KELKEL, MANFRED: 

2 Melodies d'Automne 
high, pf 

TRANSAT (A; Presser) 


KELLY, ROBERT: 

Song Cycle (Millay) (5) 

S, pf 

ACA 

KERNOCHAN, MARSHALL 

Smugglers Songs 
low, pf; high, pf 

GALAXY 

KERSTERS, WILLEM: 

4 Liederen Op. 3 
low, pf 

CBDM (A: Elkan H) 

6 Liederen Op. 3 
high, pf 

CBDM (A; Elkan H) 

KETTING, OTTO: 

Minnedeuntjes (Love Songs) 

Bar, pf 

DONEMUS (A: Peters] 

3 Sonnets by Shakespeare 
med, pf 

DONEMUS (A: Peters) 

KHATCHATURIAN, ARAM: 

Ausgewahite Lieder (Russ) 
all vcs, pf 

SIKORSKI (A: Associated) 

KILLMAYER, WILHELM: 

Drei Cesange nach Holderlin 
Bar, pf 

SCHOTTS (A: E-A) 

KILPINEN, YRJO: 

Complete Vocal Works 
var vcs, pf 

FAZER 

5 Songs Op. 30 (Bergman) 

high, pf 

HANSEN (A: Magna) 

Grabstein Op. 80 (4) (von Zwehl) 
med, pf 

BOTE (A: Associated) 

Herbst Op. 98 (Hesse) 
med, pf 

BOTE (A: Associated) 

Lieder urn eine kleine Stadt Op. 95 

(Huber) Vol 1, 2 
med, pf 

BOTE (A: Associated) 

Liederfolge Op. 97 
med, pf 

BOTE (A: Associated) 

6 Lieder Op. 59 (Morgenstern) 

med, pf 

BOTE (A: Associated) 

6 Sommersegen Op. 75 
med-high, pf 


BOTE (A: Associated) 
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7 Songs Op. 41 
high, pf 

HANSEN (A; Magna) 
7 Lieder Op. 79 (von Zwehl) 
med-high, pf 

BOTE (A; Associated) 
6 Songs Op. 42 (FinnDanCer) 
high, pf 

HANSEN (A: Magna) 
Songs of Death Op. 62 (Morgenstern) 
(EngCer) 
med, pf 

BOTE (A: Associated) 
Spielmanns-Lieder Op. 77 
med, pf 

BOTE (A: Associated) 
Tunturilanlhja (Songs of the Fells) Vol 
I, II, III (EngGerFinn) (12) Op. 52. 53, 54 
(Tdrmanen) 
med-high, pf 

FAZER 

10 Lieder der Liebe Op. 60. 61 
(Morgenstern) Vol 1, 2 (6) 
med, pf 

BOTE (A: Associated) 
12 Fjeldlieder Op. 52. 53, 54 (Vol 1. 2, 

3) (FinnSwedCerEng) 
med-high, pf 

BREITKOPF W (A: Associated) 
20 Songs Vol 3 Op. 41 (FinnDanCer) 
med, kybd 

HANSEN (A: Magna) 

KING, HAROLD: 

Etre Poete (6) 

S, fl, cl, pf 

DONEMUS (A; Peters) 

3 Poems (Longfellow) 

med, pf; low, pf 

DONEMUS (A; Peters) 

4 Lieder von W. von Vogelweide 

med, pf 

DONEMUS (A; Peters) 

KiRK, THERON: 

Prayers from the Ark 
B/Bar, pf/orch 

MCA (A: Belwin) 

KLEBE, GISELHER: 

5 Songs for Medium Voice Op. 38 

med, pf 

BOTE (A: Associated) 
Romische Elegien (Goethe) Op. 15 
narr, pf, hpscd, bvl 

SCHOTTS (A: E-A) 

KLINGSOR, TRISTAN: 

Les Chansons de la Mere I'Oie (6) 
med, pf 


KNAB, ARMIN: 

8 Lieder (Goethe) 
high, 4 stgs 

SCHOTTS (A: E-A) 
8 Lieder fur tiefe Stimme 
low, pf 

BREITKOPF L (A; Broude) 

3 Marienlegenden aus den 
W u n derhorrvL iedern 

med, pf 

BREITKOPF L (A: Broude) 
Eichendorff Lieder 
low, pf 

LEUCKART (A; Associated) 

4 Sacred Songs (Ger) 

med, org 

PETERS 

Kinderlieder 
med, pf 

BREITKOPF L (A: Broude) 

3 Songs (Ger) 
low, pf 

PETERS 

2 Solo-Kantaten 
S, fl, stgs 

SCHOTTS (A: E-A) 

KNORR, ERNST: 

6 Kinderlieder (Morgenstern) 
med, pf 

WILLY MULLER (A: Peters) 
KOBLER, ROBERT: 

5 Lieder 

S, vin, pf 

BREITKOPF L (A: Broude) 

5 Wilhelm Busch Lieder 
S, vIn, pf 

BREITKOPF L (A; Broude) 
KOCH, FREDERICK: 

5 Songs 

med, prepared pf 

SEESAW 

Great Spaces 
S, pf 

SEESAW 

New Songs of Old Mother Goose 
med high, pf 

GENERAL (A: Schirmer) 
KOCHAN, GUNTHER: 

3 Shakespeare Lieder 
A, pf 

PETERS 

KODALY, ZOLTAN: 

Bicinia Hungarica 
2 eq vcs, acap 

ed. Young BOOSEY: NYP LI BE 


SALABERT 
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KODALY, ZOLTAN: (cont'd.) 

8 Little Duets 
ST, pf 

NYP LI BE 

Enekszo Op. 1 (16 miniatures) 
var vcs, pf 

BOOSEY 

5 Songs Op. 9 (HungCer) 
med/Iow, pf 

NYP LIBE 

Harom Enek Op. 14 (Hungarian poets 
of 16th, 17th centuries) (3) 

S, pf 

UNIVERSAL 

3 Songs Op. 14 (Hungarian poets of 
16th, 17th cent) 

S, pf 

BOOSEY 

7 Songs Op. 6 (EngCerHung) 

med-high, pf 

BOOSEY 

3 Songs Op. 14 (EngHungCer) 

S, pf 

BOOSEY 

Tricinia Hungarica (29) (no words) 

3-part SSA/TBB 

BOOSEY 

2 Songs Op. 5 
B, pf 

BOOSEY 

KOECHUN, CHARLES: 

5 Chansons de Bilitis 
high, pf 

SALABERT 

Rondels Series 1 (6); Series 2 (7) 

1-4 vcs, pf (SATB) (1 duet; 1 
quartet) 

SALABERT 

KOELLREUTTER, HANS-JOACHIM: 

8 Haikai des Pedro Xisto 

B, fl, pf, gtr, perc 

MODERN 


KOMATSU, KIYOSHI: 

9 Tankas (Fr) 

S, pf 

JAPAN 

KORNAUT, EGON: 

8 Lieder Op. 36 (Eichendorff) 
med, pf; high, pf 

DOBLINGER (A: Associated) 

4 Lieder Op. 34 (Brentano) 

high, pf 

DOBLINGER (A; Associated) 
KORNGOLD, ERICH: 

5 Lieder Op. 38 

med, pf 

SCHOTTS (A: Belwin) 
Songs of Farewell Op. 14 
high, pf 

ASSOCIATED 

The Eternal (Unverganglichkeit) (von 
der Straten) (4) 
high, pf 

WITMARK (A: Warner) 

KORTE, KARL 

Songs of Wen l-to (3) 
high, pf 

SCHIRMER EC 

KOWALSKI, MAX: 

5 Marienlieder Op. 12 

med-high, pf 

LEUCKART (A: Associated) 

6 Gedichte Op. 13 (Verlaine) 

med, pf 

LEUCKART (A: Associated) 
12 Poems from Pierrot Lunaire Op. 4 
Vol 1, 2 (EngCer) 
med, pf 

SCHAUER (A: Associated) 

KOX, HANS: 

3 Chinese Songs (Ger) 

Bar, pf 

DONEMUS (A: Peters) 


KOLB, BARBARA: 

Chansons Bas (Mallarme) (7) (6 min) 
(diff) 

lyric S, gtr/harp, 2 perc 

FISCHER C 

Songs before an Adieu (diff) 

S, gtr, fl 

BOOSEY 

KOLINSKY, M.: 

6 French Folksongs 

S, fl, pf 

BERANDOL 


KRENEK, ERNST: 

Fiedelliedec Op. 64 
med, pf 

UNIVERSAL (A: E-A) 
4 Songs (Hopkins) (Eng) (med diff) 
high, pf 

BARENREITER (A: Magna) 

4 Songs Op. 53 (Ger) 

Mez, pf 

UNIVERSAL (A: E-A) 

5 Lieder Op. 82 (Kafka) 

Mez, pf 

UNIVERSAL (A: E-A); 
SCHOTT (A; Belwin) 
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Gesange des spaten Jahres Op. 71 (6) 
med, pf 

UNIVERSAL (A: E-A) 
9 Songs (from Op. 9,15,19) 
high, pf 

UNIVERSAL (A; E-A) 
O Lacrimosa (Rilke) Op. 46 (3) 
med, pf 

UNIVERSAL (A: E-A) 
Reisebuch aus den bsterreichischen 
Alpen Op. 62 Vol 1-4 (Ger) 
med, pf 

UNIVERSAL (A: E-A) 
Selections from REISEBUCH (Eng) 
med, pf 

UNIVERSAL (A: E-A) 
Spatlese (Krenek) (6) (very diff) 

Bar, pf 

BARENREITER (A; Magna) 
Wechselrahmen (Barth) (6) (diff) 
high, pf 

BARENREITER (A; Magna) 

2 geistliche Gesange (Psalm 104) 
(EngGer) (diff) 

med, pf 

BARENREITER (A; Magna) 

KRICKA, JAROSUV: 

Chansons Populaires Tchecoslovaques 
Vol 1, 2 
var vcs, pf 

HENN 

3 Fabein Op. 21 (GerFr) (med diff) 

high, pf 

BARENREITER (A; Magna); 

SUPRAPHON (A; Boosey) 

KRIEGER, jOHANN PHILIPP: (1649-1725) 

24 Lieder und Arien (med easy) 

Vol 1; S, A, T, cont; Vol 2: S, A, T, 

B, cont 

ed. Moser NAGELS 
(A; Associated, Magna) 

KUBIK, GAIL 

Fables in Song (4) (Roethke) 
med, pf 

BELWIN 

Songs about Women (3) (not a cycle) 
med, pf; high, pf 

SOUTHERN PEER 

KUILER, COR.: 

Der erste.Ball (Ger) 
all vcs, pf 

ALSBACH (A; Peters) 

KUMAKL MAMORU: 

Songs from Poems of Dyukichi Yagi 
(Jap) 

S, pf 

JAPAN 


KUPFERMAN, MEYER: 

Cummings Songs (3) (cummings) (8 min) 
Bar, pf 

GENERAL (A: Schirmer) 
Moonchild and the Doomsday Trom¬ 
bone (2) (23 min) (Kupferman) 

Mez, ob, sax, tpt, pf, elec hpscd, 
bvl, dms, vibra 

GENERAL (A; Schirmer) 
The Body: PROCESSION OF THE 
PARTS (Benedikt) (5) (19 min) 
singer-narr, fl, cl, vin, cello, elec 
hpscd 

GENERAL (A: Schirmer) 
The Conceptual Wheel (Benedikt) (3) 

(12 min) 

S, pf, cl 

GENERAL (A: Schirmer) 
The Smiles in My Living Room 
(Benedikt) (3) (6 min) 

Mez, fl 

GENERAL (A: Schirmer) 
3 Blake Songs (Blake) (7 min) (some im¬ 
provisation) 

S, cl 

GENERAL (A: Schirmer) 

KURTAG, GYdRGY: 

Erinnerung an einen Winterabend Op. 

8 (4) (med) 

S, vIn, cym 

UNIVERSAL (A: E-A) 

LACHAUME, A.: 

2 Chansons d'Exile 
high, pf; low, pf 

ENOCH (A; Associated) 

LACOME, PAUL 

20 Melodies Vol 1,2 
high, pf; low, pf 

ENOCH (A: Associated) 

lADERMAN, EZRA: 

From the Psalms (5) (very diff) 

S, pf/instr 

OXFORD 

Songs for Eve (8) (MacLeish) (med diff) 

S, pf 

OXFORD 

Songs from Michelangelo (very diff) 
(trans. Tusiani) 

Bar, pf 

OXFORD 

LALO, EDOUARD: 

7 Songs 
high, pf 

REC PUB 

6 Melodies 
Contr, pf 

HEUGEL (A: Pressed 
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lAMANA, JOSE MARIA: 

Songs of Medieval and Renaissance 
Andalusia 
med, pf 

UME (A: Associated) 

LAMBERT, CONSTANT: 

Chinese Poems by Li-Po 
high, pf 

CHESTER (A: Magna) 
Cycle on the Birth of Jesus 
S, harp/pf 

CHESTER (A: Magna) 

LA MONTAINE, JOHN: 

Song of the Rose of Sharon Op. 6 (7) 
(15 min) (EngCer) 
high, pf/orch 

BROUDE BROS 
Songs of the Nativity Op. 13a (12 min) 
med, org, opt bells, tamb 

GRAY (A: Belwin) 
3 Poems of Holly Beye (9 min) 
med, pf 

GALAXY 

LANDINI, FRANCESCO: (ca. 1325-1397) 

Songs (14th century) (It) 
all vcs, lute/2 old instr 

ed. Schrade DOISEAU 

LANDRE, WILLEM: 

3 Liebeslieder 
high, pf 

ALSBACH (A: Peters) 

LANZA, ALCIDES: 

3 Songs (6 min) 

S, fl, cl, bcl, tmb, vibra, perc 

BOOSEY 

lASAlA, ANGEL 

Canciones Argentinas 
high, pf 

RICORDl BA (A: Schirmer) 

Cantares 
high, pf 

RICORDl BA (A; Schirmer) 
Poemas Americanas 
high, pf 

RICORDl BA (A: Schirmer) 

LASSUS, ORIANDUS DE: (1532-1594) 
Collected Works Vol 1-21 (reprint of 
Breitkopf Edition) 

var. vocal and instr combos 
ed. Haberl; Sandberger UNIV MUS ED 

LAVILLA, FELIX: 

4 Canciones 

med, pf 

UME (A: Associated) 


4 Canciones Espaholas 
med, pf 

UME (A: Associated) 

4 Canciones Vascas 
med, pf 

UME (A: Associated) 

lAWES, HENRY: (ca. 1595-1662) 

Hymns to the Holy Trinity (med easy) 
med, pf, cello 

OXFORD 

6 Songs to Poems by R. Herrick 
med, pf 

SCHOTT (A: E-A) 

3 Chansons 
all vcs, pf 

UOISEAU 

LAWES, WILLIAM: (with Henry Uwes) 

Dialogues for Two Voices and Con¬ 
tinue 

ST, TB, SB, cont 

ed. jesson PENN STATE 

LEDUC, JACQUES: 

Aquarelles (6) Op. 17 (Beerblock) 

Mez, pf 

CBDM (A: Elkan H) 

6 Ballades de P. Fort 
SMezBar, acap 

CBDM (A: Elkan H) 

Sortileges Africaines Op. 20 (5) 
med, A sax, pf, perc 

CBDM (A: Elkah H) 

LEES, BENJAMIN: 

Cyprian Songs (4) (Nickson) (med diff) 
Bar, pf 

BOOSEY 

6 Songs of the Night (Nickson) (diff) 

S, pf/prch 

BOOSEY 

3 Songs 
Contr, pf 

BOOSEY 


LE FLEM, P.: 

5 Chansons de Croisade 
med, pf 

DURAND (A: Presser) 

LEGLEY, VICTOR: 

5 Melodies Frangaises Op. 15 (Fr) 

A, pf 

CBDM (A: Elkan H) 
Migration des Ames (4) Op. 45 
(Bernier) (Fr) 

s, pf 

CBDM CA: Elkan H) 

Zeng Op. 63 (Flem) 

S, pf/4 stgs 


CBDM (A; Elkan H) 



LEGUERNEY, JACQUES: 

Deux Melodies (Apollinaire) 
nned, pf/instr 

DURAND (A: Presser) 

La Nuit (3) 
med-low, pf 

SALABERT 

20 Poemes de la Pleiade 
high, pf; med, pf 

SALABERT 

LEHMANN, LIZA: 

Bird Songs (5) 


Mez, pf; S, pf 

NYP LI BE 

Breton Folk Songs 


SATB, acap 

NYP LI BE 

Cameos (5) (trans. from Greek) 

Bar, pf 

NYP LIBE 

4 Cautionary Tales and a Moral (solos 

and duets) (Belloc) 


Contr/Mez, Bar/Bass/T, pf 

NYP LIBE 

5 Little Love Songs (Fabbri) 


med, pf 

NYP LIBE 

In a Persian Carden (cycle) (Khayyam) 

SATB, pf 

NYP LIBE 

In Memoriam (Tennyson) 


low, pf 

NYP LIBE 

Nonsense Songs (Carroll) 


SATB, pf 

NYP LIBE 

The Daisy Chain (12 Songs of 

Childhood) 


SATBar/B, pf 

NYP LIBE 

2 Seal Songs (Kipling) 


Mez, pf 

NYP LIBE 

LEIBOWITZ, RENE; 


Damocles Op 49 (5) (Leiris) (Fr) 

s.pf 

BOMART 

5 Songs Op. 25 (Eng) 


S, pf 

BOMART 

4 Songs Op. 18 (Leiris) (Fr) 


S, pf 

BOMART 

6 Songs for Bass Voice and Piano Op. 

6 (FrGerEng) 


B, pf 
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3 Poems of George Bataille Op. 73 (Fr) 
B, pf 

MO BART (A: Bomart) 
3 Poems of Georges Limbour Op. 46 (5 
min) (Fr) 

S, fl, cl, stg trio, pf 

BOMART 

3 Songs Op. 9 Picasso (Fr) 

S, pf 

BOMART 

2 Poems of Michel Leiris Op. 76a (Fr) 
Mez, pf 

BOMART 

Vier Lieder (Celan) Op. 86 (Ger) 

B, pf 

MOBART (A. Bomart) 

LEICHTLING, ALAN: 


11 Songs from a Shropshire Lad 
B, chamb orch 



SEESAW 

Rubayiat Fragments 


B, cl, hn, pf 

SEESAW 

Songs in Winter 


S, pf 

SEESAW 

3 Songs (Dickinson) 


Bar, cello 

SEESAW 

2 Proverbs 


A, 3 cl 

SEESAW 


LESSARD, JOHN: 

5 Poems of Herrick 
Mez, vin, pf 

ACA 

Four Songs about Love 
med, pf 

ACA 

Mother Goose (6) 
med, pf 

SOUTHERN PEER 
Shakespeare Songs (FULL FATHOM 
FIVE) 
med, pf 

GENERAL (A; Schirmer) 
Three Songs about Love 
med, pf 

ACA 

LESUR, DANIEL 

Berceuses a tenir eveille (Obaldia) (6) 
high, pf 

DURAND (A: Presser) 
Chansons Cambodgiennes (5) 

Bar, pf 



MOBART (A: Bomart) 


DURAND (A: Presser) 
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LESUR, DANIEL (cont'd.) 

4 Songs with Instrumental Accompani¬ 
ment 

high, harp, fl, vin, via, cello 

DURAND, ELKAN V (A: Presser) 
LETELIER-LLONA, ALFONSO: 

Canciones Antiguas 
med, pf 

SOUTHERN PEER 

4 Canciones de Cuna (Sp) 

med, fl, cl, stgs, harp/pf 

SOUTHERN PEER 

LEWIS, PETER TOD: 

5 Japanese Songs 

ST, vln, via, cello 

ACA 

LEWKOVITCH, BERNARD: 

6 Songs (Dan) 

Bar, kybd 

HANSEN (A: Magna) 
3 Canzonets for Baritone (It) 

Bar, pf 

HANSEN (A; Magna) 

3 Orationes (Lat) 

T, ob, bsn 

HANSEN (A; Magna) 

LIADOV, ANATOL 

4 Lieder (RussFrEng) 

med-high, pf 

BREITKOPF W (A: Associated) 

LIDDELU CUIRE: 

5 Orkney Scenes (cycle) (Brown) (10 
min) 

fern VC, pf 

ROBERTON (A: Presser) 

12 Burns Songs 
high, pf 

ROBERTON (A: Presser) 
LIDHOLM, INGVAR: 

6 Songs (Swed) 

med, pf 

NORDISKA (A: Magna) 
LIEBERMANN, ROLF: 

Chinesische Liebeslieder (GerEng) 
high, pf; T, harp, stg orch 

UNIVERSAL (A: E-A) 
Lieder der Yvette aus Leonore (Fr) 
high, pf 

UNIVERSAL (A: E-A) 

LIGETI, GYORGY: 

Aventures 

SABar, fl, hn, perc, cem, pf, cello, 
bvl 


Nouvelles Aventures (syllables only) 
CoISABar, fl, hn, perc, hpscd, pf, 
cello, bass 

PETERS 

LISZT, FRANZ: 

Collected Works (reprint of Breitkopf 
Edition) 

var instr and vocal combos 

UNIV MUS ED 

3 Sonnette von Petrarca (from Com¬ 
plete Works) (ItCer) 
med-high, pf 

UNIV MUS ED 

Songs Vol 1-6 

Vol 1: S, pf; Vol 2: Mez, pf; Vol 3: 
A, pf; Vol 4: S, pf; Vol 5: Mez, pf; 
Vol 6: A, pf 

BUDAPEST (A: Boosey) 
30 Songs (FrCerltEng) 
high, pf 


12 Songs (GerEng) 
high, pf; low, pf 


SCHIRMER 


30 Melodies (FrGer) 
high and med, pf 

DURAND (A: Presser) 
20 Ausgewahite Lieder 
high, pf; med, pf; low, pf 

ed. D'Albert 
BREITKOPF L (A: Broude) 

LLOYD, CHARLES: 

Psalm 30 (cantata) 

S/T, pf 


LOCKE, MATTHEW: 

3 Songs 
all vcs, pf 


L'OISEAU 


LOEFFLER, CHARLES: 

4 Melodies Op. 10 (Kahn) 
med, pf 

NYP LIBE 

4 Poemes Op.5 
Mez, via, pf 

LIBE C 

LOEWE, CARL 

Balladen, Legenden, Lieder und 
Gesange (Complete Works) Vol 1-8 
(reprint of Breitkopf Edition) 
med, high, pf 

ed. Runze GREGG (A: Kalmus) 
Balladen und Lieder Vol 1, 2 
med, pf 


PETERS 


SCHOTTS (A: E-A) 


15 Ballads and Songs 
nned, pf; low, pf 
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PETERS 

Frauenliebe Op. 60 (Chamisso) (7) 
(Complete Works Vol 17) 

Contr/Mez. pf 

GREGG (A: Kalmus) 
Heinische Liederkreis Op. 9 (Heine) (6) 
(Complete Works Vol 17) 
med, pf 

GREGG (A: Kalmus) 
Serbischer Liederkreis (anon. Serbian 
texts) (Complete Wks Vol 17) 
med-high, pf 

GREGG (A: Kalmus) 
20 Ballads and Songs 
med, pf; low, pf 

PETERS 

LOGAN, WENDELL 
Ice and Fire (Evans) (5) 

S, Bar, SBar (1 Duet), pf 

OFC 


LOMON, RUTH: 

5 Songs after Blake 
low, via, pf 

AMC 

Songs for a Requiem 
S, fl, 2 cl, bsn 

AMC 

LOPEZ-BUCHARDO, CARLOS: 

5 Canciones Argentinas al estilo 
popular 

med-high, pf 

COLOMBO (A: Belwin) 

6 Canciones Argentinas al estilo 
popular 

med-high, pf 

COLOMBO (A; Belwin) 


LORA, ANTONIO: 

3 Songs (Scott) 
high, pf 


ACA 


LUENING, OTTO: 

Emily Dickinson Song Cycle (9) (10 
min) 

S, pf 

ACA 

Songs of Experience (Blake) (2) (2 min) 
B/Bar, pf 

ACA 

Suite for Voice and Flute (4) (8 min) 

S, fl 

ACA 

3 Songs for Soprano and Small Or¬ 
chestra 

S, chamb grp 


LULLY, jEAN-BAPTISTE: (1639-1687) 

Airs 

all vcs, pf 

HENN 

LUTOSLAWSKI, WITOLD: 

5 Songs (PolEngCer) 
med, pf 

MOECK (A; Belwin) 
L'invitation au Voyage 

S, opt narr, 3 cl. pf, perc 

MOECK (A: Belwin) 

Paroles Tissees (4) 

T, stgs, harp, pf, perc 

CHESTER (A: Magna) 

LUZZASCHI, LUZZASCHO: (?-1607) 
Madrigali per Cantare e Suonare (diff) 

S. SS, SSS, cont 

ed. Cavicchi 
BARENREITER (A: Magna) 

LYBBERT, DONALD: 

From Harmonium (4) 
high, pf 

PRESSER 

MACDOWELL, EDWARD: 

Edward MacDowell Songs Op. 40, 47, 

56, 58, 60 
med. pf 

DA CAPO 

MACHAUT, GUILLAUME DE: (ca. 
1300-1377) 

Ballades, Rondeaux, Virelais 
var vcs, lute 

ed. Schrade L'OISEAU 
Ballads and Motets Vol 1, 3 (octavo 
ed.) 

var (2,3,4) vcs, pf 

BREITKOPF L (A: Broude) 

MACNUTT, WALTER: 

2 Songs (Blake) 

S/Mez/T, pf 

BERANDOL 

MADER, CLARENCE: 

3 Biblical Songs 

med, org 

WESTERN 

MAHITR, GUSTAV: 

14 Songs (DES KNABEN 
WUNDERHORN) (GerEng) 
high, pf; low, pf 

UNIVERSAL (A: E-A) 
Kindertotenlieder (GerEng) 
med, pf 

UNIVERSAL (A: E-A); INTERNATL 


ACA 
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MAHLER, GUSTAV: (cont'd.) 

Lieder eines fahrenden Gesellen (4) 
high, pf; med, pf 

INTERNATL 

Lieder und Gesange Vol 1-3 
high, pf; low, pf 

SCHOTTS (A: E-A) 

7 Songs from the Last Period (GerEng) 
med, pf 

KAHNT (A; Peters) 
24 Songs Vol 1-4 (GerEng) 
high, pf; low, pf 

ed. Kagen INTERNATL 
14 Lieder und Gesange aus der Jugend- 
zeit Vol 1-3 

high, pf; low, pf 

UNIVERSAL (A: E-A) 
Wunderhorn Songs (GerEng) (14) 
high, pf; low, pf 

SCHIRMER 


MAIZEL, B.: 

Romances (Lorca) (Russ) 
med, pf 

MEZ KNIGA 

MAKAROVA, NINA: 

Songs and Romances (Russ) 
all vcs, pf 

MEZ KNIGA 

MALIN, DON: 

8 Polish Christmas Carols (easy) (oc¬ 
tavo) 

med-highmed-low 

MARKS (A: Belwin) 

MALIPIERO, GIANFRANCESCO: 

Dialoghi (^3 with Jacopone da Todi) 
high, 2 pf 

RICORDl (A: Schirmer) 
2 Sonnetti del Berni 
high, pf 

COLOMBO (A: Belwin) 

5 Songs (Fr) 
med, pf 

SALABERT 

Keepsake (3) (Fr) 
high, pf 

CHESTER (A: Magna) 
4 Sonnetti di Burchiello 
high, pf 

BONGIOVANNI (A; Belwin) 
4 Vecchie Canzoni 
Bar, 7 instr 

ZERBONI (A; Boosey) 
7 Canzonette Veneziane (It) 
med, pf 

UNIVERSAL (A: E-A) 


7 Canzoni 

var vcs, kybd 

CHESTER 

3 Poesie de Polizano 
high, pf 

CHESTER (A: Magna) 

MALIPIERO, RICCARDO: 

2 Ballate 

var vcs, gtr 

ZERBONI (A; Boosey) 

MALLINSON, ALBERT: 

5 Sonnets 

med, pf (1 high) 

CRAMER (A: BRODT) 

MAMLOCK, URSULA: 

5 Songs (STRAY BIRDS) (Tagore) 

S, fl. cello 

ACA 

Haiku Settings 
S, fl 

ACA 

MANEN, JOAN: 

Canciones Ibericas Op. 26a (SpFr) 
med, pf 

ESCHIC (A: Associated) 

3 Chansons Op. 9a (Fr) 

med, pf 

ESCHIC (A: Associated) 

MANTON, ROBERT: 

3 New England Lyrics 
high/med, pf 

SEESAW 

MARCELLO, BENEDETTO: (1686-1739) 

Lord who shall Dwell 
med, pf 

CONCORDIA 

Oh, Lord our Governor 
med, pf 

CONCORDIA 

Thou Madest Man 
med, pf 

CONCORDIA 

MARGETSON, EDWARD: 

Echoes from the Caribes (4) 

S, pf 

RUDMOR 

MARGOIA, FRANCO: 

3 Epigrammi Creci 
high, pf 

BONGIOVANNI (A: Belwin) 

MARTIN, FRANK: 

3 Minnelieder (GerEng) 

S, pf 


UNIVERSAL (A: E-A) 
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6 Monologe aus JEDERMAN 
med, pf 

UNIVERSAL (A: E-A) 
4 Sonnets a Cassandre (Ronsard) 

Mez, pf/instr 

PETERS 

3 Chants de Noel (Rudhardt) (FrCerEng) 
high, fl, pf 

UNIVERSAL (A: E-A) 
MARTINI, GIAMBATTISTA: (1706-1784) 

12 Duetti da Camera 
var combos of vcs, pf 

BONCIOVANNI (A: Belwin) 
MARTINO, DONALD: 

3 Songs (Joyce) (diff) 

SA", pf; B, pf 

SCHIRMER EC 

2 Rilke Songs (GerEng) 

Mez, pf 

SCHIRMER EC 

MARTINU, BOHUSLAV: 

Himmelsschlussel (Moravian Folk 
Songs) (5) (CzechGerEng) 

SA, vin, pf 

BARENREITER (A; Magna) 
Lieder auf einer Seite (7 Folk Songs) 
(CzechEng) (med diff) 
med, pf 

BARENREITER (A; Magna) 
Liedchen auf einer Seite (7) (folksongs) 
(CzechEng) (med diff) 
med, pf 

BARENREITER (A; Magna) 
Novy Spalicek (7) (folksongs) (med diff) 
(CzechEng) 
med, pf 

BARENREITER (A; Magna); 

BOOSEY 

Songs on Two Pages 
med, pf 

BOOSEY 

3 Chansony 

med, pf 

CZECH 

MARTIRANO, SALVATORE: 

Chansons Innocentes (cummings) (Eng) 
(3) 

high, pf 

SCHOTTS (A: E-A) 

MARX, JOSEPH: 

Das Verklarte Jahr (5) 
med, pf 

UNIVERSAL (A: E-A) 
Italienisches Liederbuch (Heyse) 
med, pf 


Lieder 
high, pf 

UNIVERSAL (A; E-A) 
Mehrstimmige Gesange (EngGerlt) 
var vcs (1-2), pf 

PETERS 

MARX, KARL 

Das Karussell und andere Rilke 
Gedichte (3) Op. 50 #2 
high, pf 

BARENREITER (A; Magna) 
Der Panther und andere Rilke 
Gedichte (3) Op. 50 #1 (med diff) 
low, pf 

BARENREITER (A: Magna) 

3 Liebeslieder Op. 42a 

S, 4 stgs 

BARENREITER (A; Magna) 
Gebete der Madchen zur Maria (Rilke) 
Op. 2 (cycle) 

S, stgs 

BARENREITER (A: Magna) 
Neue Lieder Op. 29 (med diff) 
high, pf 

BARENREITER (A; Magna) 
Reifende Frucht (3) Op. 23 (Krauss) 

SA, pf 

BARENREITER (A: Magna) 
RilkeLieder Op. 45 (med diff) 

S, pf 

BARENREITER (A: Magna) 

4 Gesange vom Tage Op. 25 (med diff) 

B, 5 stgs/orch 

BARENREITER (A; Magna) 
14 Lieder Op. 26 (Claudius) (med diff) 

S, pf 

BARENREITER (A: Magna) 
12 Lieder und Spruche Op. 49 (med 
diff) 

high, pf 

BARENREITER (A: Magna) 
MASCARANI, RENZO 

7 Liriche 

high, pf 

BONGIOVANNI (A: Belwin) 

MASSENET, JULES: 

Chansons de Bois d'Amaranthe (5) 

(Suite) (Legrand) 

SContrTBar, pf 

HEUGEL (A: Pressed 

8 Songs 

med-high, pf 

REC PUB 

Poeme d'Amour (Robiquet) (6) (1 duet) 
med-high male vc (female in duet) 
NYP LIBE 


NYP LIBE 
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MASSENET, JULES: (cont'd.) 

Poeme d'Avril Op. 14 (Silvestre) (8) 
med-high, pf 

NYP LI BE 

Poeme d'Hiver (Silvestre) (5 with pf 

prelude) 

med-high, pf 

NYP LI BE 

Poeme d'Octobre (Collin) (5 with pf 

prelude) 

med, pf/orch 

NYP LI BE 

Poeme d'un Soir (Vanor (3) 
med-high, pf| 

NYP LIBE 

Poeme du Souvenir (Silvestre) (6) 
med-high, pf 

NYP LIBE 

Poeme Pastoral (Silvestre) (6) 
high, pf/orch 

NYP LIBE 

MATEJ, JOZKA: 

Ostnate Nebe (CzechCer) 
high, pf 

CZECH 

MATESKY, T.: 

4 American Songs 
med, pf 

MERCURY (A; Presser) 

MAURAT, EDMOND: 

Les Chants de LAmour 
S/T, pf 

ESCHIG (A; Associated) 


MCCABE, JOHN: 

2 Folk Songs 

high, pf 

NOVELLO 

MCCALL, MAURICE: 

In Parting (5) 

VC, pf 

OFC 

MEACHEM, MARGARET: 

3 French Songs 

S, fl/pic, pf 

AMC 


MECHEM, KIRKE: 

4 Songs 
Bar, pf 


SCHIRMER EC 


MEDTNER, NIKOLAI: 

4 Songs Op. 45 (Pushkin, Tjutschew) 
high, pf 

PETERS 

Poems of Pushkin (6) Op. 36 
high, pf 

ZIMMER (A: Peters) 

7 Songs Op. 46 (Goethe, Eichendorff, 

Chamisso) 

high/med, pf 

PETERS 

7 Songs Op. 52 (Pushkin) 
med, pf 

PETERS 

Suite-Vocalise Op. 41 #2 (5) 
high/med, pf 


Diet CD 


MAW, NICHOLAS: 

Voice of Love (Porter) 

Mez, pf 

BOOSEY 

MAXWELL DAVIES, PETER: 

8 Songs for a Mad King (Stow; King 
George III) 

actor-singer, fl/picc, cl, pf/hpsed/dul, 
vin, cello, perc 

BOOSEY 

MAZZAFERRATA, G.B.: (ca. 1691) 

Canzonette a due Voci 
med (2) ves, pf 

FORM I 

MCAFEE, DONALD: 

2 Songs for Medium Voice 
med, pf 

ABINCTON 

MCBRIDE, ROBERT: 

Tarry Delight 
high, pf 

ACA 


MENASCE, J. DE: 

4 Chansons 
T, pf 

DURAND (A: Presser) 
Outre Nuit (Cattani) (5) 
high, pf 

DURAND (A: Presser) 

MENDELSSOHN, FELIX: 

Complete Songs of Mendelssohn Vol 
1-4 

var ves, pf 

KALMUS (A: Belwin) 

18 Duets 
SA, pf 

CHESTER (A: Magna) 
Mendelssohn Songs 
high, pf; med, pf 

SCHIRMER 

19 Duets 

highhigh/highmed, pf 

PETERS 
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PART SONGS (see Voice with Other 
Voices) 

6 Schottische National!ieder 
med, pf 

ed. Elvers BROUDE 

20 Selected Songs 
high, pf; low, pf 

PETERS 

MENOTTI, GIAN CARLO: 

Canti della Lontananza 
high, pf 

SCHIRMER 

MESSIAEN, OLIVIER: 

Chants de Terre et de Ciel (6) 

S, pf 

DURAND (A; Presser) 

Harawi 
S, pf 

LEDUC (A; Brodt; Presser) 

3 Melodies pour Soprano (Messiaen) 

S, pf/instr 

DURAND (A: Presser) 

MEYER, HELMUND, ERIK: 

Songs 

Mez/Bar, pf 

SCHIRMER 

MICHAEL, PAUL-BAUDOUIN: 

Petit Zodiaque Sentimental (Vol 1*3) 

( 12 ) 

SATB, pf 

CBDM (A: Elkan H) 

MICHEL, PAUL-BAUDOUIN: 

Trajectoires interieures (Supervielle) 
med, pf 

CBDM (A: Elkan H) 

MIDDELEER, JEAN DE: 

Poemes d'Epinal (Careme) (5) 
med, pf 

CBDM (A; Elkan H) 
Le Chemin du Visible a Tinvisibie 
(Davy) (3) 
med, pf 

CBDM CA; Elkan H) 
MIGNONE, FRANCISCO: 

4 Liricas (Bandeira) 

Mez/Bar, pf 

RICORDI (A: Schirmer) 

MIGOT, GEORGES: 

2 Steles 

med-high, harp, cel, bvl, p)erc 

LEDUC (A: Presser) 

3 Monodies (Klingsor) 

med-high, acap 

LEDUC (A: Brodt; Presser) 


MIHALY, ANDRAS: 

6 Songs (Attila) 
high, pf 

GENERAL (A: Schirmer) 

MILES, PHILLIP: 

4 Songs for Baritone and Oboe 
(Bridges) 

Bar, ob 

OXFORD 

MILHAUD, DARIUS: 

Catalogues de Fleurs (7) 
med, pf 

DURAND (A; Presser) 
Chansons Bas (Mallarme) 
med, pf 

ESCHIG (A: Associated) 
Chansons de Negresse (3) 
low, pf 

SALABERT 

Chansons de Ronsard (4) (EngFr) 
high S, pf/orch 

BOOSEY 

Chants de Misere (Paliard) (15) 
med, pf 

HEUGEL(A: Presser) 
Chants Populaires HebraYques (6) 
med, pf/orch 

HEUCEL (A: Presser) 

5 Chansons (Vildrac) 

high, pf/orch 

SALABERT 

Deux Melodies (Sp) 
med, pf 

SALABERT 

2 Petits Airs de Stephane Mallarme 
med, pf 

ESCHIG (A: Associated) 
L'Amour Chante (9) (not a cycle) 

(FrEng) 
high, pf 

PRESSER 

Le Voyage d'Ete (Paliard) (15) 
med, pf 

HEUGEL (A: Presser) 
Liturgie Comtadines (5) (Rosh 
Hashanah) (FrHeb) 

med, pf (2 fl, ob, 2 cl, bsn, tpt, 
perc, harp, stgs) 

HEUGEL (A: Presser) 
Machines Agricoles (6) 

med, fl, cl, bsn, vln, via, cello, bvl 

UNIVERSAL (A: E-A) 
Nuptual Cantata (SONG OF SONGS) 

S, pf 

SALABERT 

Poemes de Leo Latil (4) 

Bar/T, pf 


DURAND (A: Presser) 
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MILHAUD, DARIUS: (confd.) 

Poemes de Catulla (4) 
high, vin 

HEUCEL (A: Presser) 
Poemes Juifs (trans. from Hebrew) 
med, pf 

ESCHIG (A: Associated); 

SCHOTT (A; Belwin) 
4 Chansons pour Enfants (Tagor) 

S, pf 

COMP MUS CORP 
Reves (20th c. anon.) (6) 
med VC, pf 

HEUCEL (A; Presser) 
4 Poems of Paul Claudel 
Bar, pf 

SALABERT 

6 Chansons de Theatre 
med, pf 

HEUCEL (A; Presser) 
Soirees de Petrograd (Chalupt) 

Vol 1 (6) Bar; Vol 2 (6) Bar 

DURAND (A; Presser) 
3 Poemes de Lucile de Chateaubriand 
med, pf 

SALABERT 

3 Chansons de Troubadour (Valmy- 
Baisse) 
high, pf 

SALABERT 

3 Poemes de Jean Cocteau 
med, pf 

ESCHIG (: Associated) 

T ristesses 
Bar, pf 

HEUCEL (A: Presser) 
MILLER, EDWARD JAY: 

Basho Songs (5 Haiku) 

S/Mez, 3 perc 

U of INDIANA PRESS 
MILNER, ANTHONY: 

Our Lady's Hours Op. 11 
high, pf 

NOVELLO 


MINGOTE, A.: 

12 Canciones Infantiles 
med, pf 

UME (A; Associated) 
MIRANDOLLE, LUDOVICUS: 

3 Lieder fur hohe Stimme 

high, pf 

BROEKMANS (A: Peters) 
MOERAN, ERNEST 

4 Shakespeare Songs 

high/med, pf 


Ludlow Town (4) (from A SHROP¬ 
SHIRE LAD) (Housman) 
med, pf 

OXFORD 

7 Poems of James Joyce (med diff) 

Bar, pf 

OXFORD 

2 Songs 
high, pf 

CHESTER (A: Magna) 

MOHLER, PHILIPP: 

Vagabundenlieder Op. 36 
med, pf 

SIKORSKI (A; Associated) 

MOLCHANOV, K.: 

Love (Russ) 

Bar, pf 

MEZ KNICA 

MOLLICONE, HENRY: 

God Makes Ducks (Children's Songs) 

S, pf 

ACA 

2 Love Songs 

T, .vIn 

ACA 

MOMPOU, FEDERICO: 

Combat del Somni (SpCatFr) (3) 
med, pf 

SALABERT 

Comptines (Book I, II) (FrCat) 
med, pf 

SALABERT 

2 Melodies sur les Poemes de Juan 

Ramon Jimenez 
med, pf 

SALABERT 

4 Melodies (FrCat) 
med, pf 

COLOMBO (A: Belwin) 

2 Songs (Sp) 
med, pf 

SALABERT 

MONTECINO, ALFONSO: 

Cuatro Canciones (SpEng) 
med, pf 

SOUTHERN PEER 

MONTEVERDI, CLAUDIO: 

A Voce Sola (arie, canzonette, 

recitativi) 

med-high, cont 

ed. Malipiero 
RICORDl (A: Schirmer) 

Canzonets for 3 Equal Voices 
SSA, pf 

BARENREITER (A: Magna) 


NOVELLO 
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Complete Works (Vol T-16) 
var vcs, instr, pf 

ed. Malipiero 
UNIVERSAL (A; Boonin) 
12 Composizioni Vocali Profane e 
Sacre (It) 

var 1-5 vcs; pf 

ed. Osthoff RICORDl (A: Schirmer) 
Dreistimmige Canzonetten Vol 1-3 
highmedlow (3) vcs. S rec, A rec, T 
rec 

UNIVERSAL (A: E-A) 

Exulta filia (motet) 
high, pf 

ed. Arnold SCHOTT (A: E-A) 
5 Songs (EngLat) 
med, pf, opt cello 

ed. Hunter; Palisca PRESSER 
Madrigali: Guerrieri et Amorosi com¬ 
plete works Vol 7 
var vcs, pf 

UNIVERSAL (A; E-A) 
4 Canti per Contralto e basso continuo 
Contr, cont 

BROEKMANS (A: Peters) 

4 Canti 

A, pf 

BROEKMANS (A; Peters) 
Scherzi Musicali Vol 1: (6); Vol 2: (4) 
SSBar, 2 vln, cont 

BARENREITER(A: Magna) 
Scherzi Musicali 
med, pf 

ed. Flothuis 
BROEKMANS (A: Peters) 

MONTGOMERY, BRUCE: 

Shakespeare Songs (2 Sets) 
med, pf 

NOVELLO 

MONTSALVATJE, XAVIER: 

Canciones Negras (5) (SpEng) 
med-high, pf/orch 

SOUTHERN PEER 
Canciones para Ninos (Lorca) 
med, pf; high, pf 

UME (A; Associated) 

5 Invocaciones al Crucificado 

S, pf/instr 

SOUTHERN PEER 

MOORE, DOROTHY RUDD: 

4 Songs (THE DARK TOWER) 

Mez, cello, pf 

ACA 

Songs for Mezzo and Oboe from 
Rubaiyat (12) 

Mez, ob 


MOORE, DOUG IAS: 

3 John Donne Songs 

S. pf 


NYP LI BE 


MORET, ERNEST: 
LTsle d'Amail (6) 
high, pf 


HEUGEL (A: Presser) 


MORLEY, THOMAS: 

First Book of Ayres 
med-high, pf/lute 

ed. Fellowes STAINER (A: Galaxy) 


MOSS, LAWRENCE: 
3 Rilke Songs 
A, pf 


SEESAW 


MOTTE, DIETHER: 

3 Gesange (Gyphius) (diff) 

Bar, org 

BARENREITER (A: Magna) 

MOULAERT, RAYMOND: 

L'eau passe (Careme) (10) 
med, acap 

CBDM (A; Eikan H) 
Poemes de la Vielle France (7) 
med, acap 

CBDM (A: Eikan H) 

4 Poemes de Tristan Klingsor 

Mez/Bar, pf 

CBDM (A: Eikan H) 

MOUSSORGSKY, MODEST: 

Complete Works (RussGer) 
var vcs, pf 

ed. Lamin KALMUS (A: Belwin) 

9 Songs 

med, pf; low, pf 

PETERS 


7 Songs 
med, pf 


PETERS 


Songs and Dances of Death (4) 
(Golenischef-Kutusoff) (RussEng) 
high, pf; med, pf; low, pf 

INTERNATL 

Sunless (6) (Golenischef-Kutusoff) 
(RussEng) 

Mez/Bar. pf 

ed. Rimsky-Korsakov 
INTERNATL: CHESTER (A: Magna) 
The Nursery (7) (RussEng) 


med, pf; high, pf 




MOZART, W. A.: 

Complete Songs of Mozart (Ger) 
high, pf 


ACA 


PETERS 
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MOZART, W. A.:(confd.) 

Complete Songs of Mozart (GerEngltFr) 
(39) 

high, pf (original keys) 

KALMUS (A: Belwin) 
Concert Arias for Soprano VoM, 2 (21) 
(GerEng) 

ColS, S, pf 

SCHIRMER; 
BREITKOPF W (A: Associated) 
Exultate jubilate (motet) 
high, pf 

INTERNATL 

50 Ausgewahite Lieder 
high, pf; low, pf 

PETERS 

Konzerte Arien Duette 
1-4 vcs, pf and acap 

EDWARDS 

Lieder fur eine Singstimme (29) (2 trios) 
(1 with mand) 
high, pf 

PETERS 

Mehrstimmige Gesange (EngGerlt) 
var (1-3) vcs, pf 

BARENREITERCA; Magna) 
Mozart Lieder 
original keys, pf 

BARENREITER(A: Magna) 
Mozart Songs (GerFrlt) 
high, pf; low, pf (2 trios) 

PATELSON 

Mozart Songs and Arias (GerltEng) 
original keys, pf 

ed. Pittman; Foster BOOSEY 

6 Nocturnes 

SSB, pf/2 vin, cello 

PETERS 

7 Arias for Contralto (original texts and 
Eng) 

Contr, pf 

ed. Kagen INTERNATL 
30 Songs (GerEng) 
high, pf 

ed. Payer AUGENER (A: Galaxy) 
MUDARRA, ALONSO DE: 

3 Libros de Musica en cifra para 
vihuela 
med, gtr 

UME (A: Associated) 

MULDER, ERNEST; 

3 Liederen van R.j. Spitz 
med, pf 

DON EMUS (A: Peters) 


4 Liederen op Afrikaanse Texten 

med, pf 

DON EMUS (A: Peters) 

5 Liederen van Chr. v.d. Weye 

med, pf 

DONEMUS (A: Peters) 

MULCT, M.: 

Soirs Op. 17 (Semain) (3) 
med, pf 

DURAND (A: Presser) 
Visions Op. 16 (Semain) (3 Sonnets) 

T, pf 

DURANT (A: Presser) 

MUSGRAVE, THEA: 

A Suite of Bairn Sangs (5) (Lindsay) 
(Scottish dialect and Eng) 
high/med, pf 

CHESTER (A: Magna) 

5 Love Songs 
S, gtr 

ed. jessit CHESTER (A: Magna) 

MYERS, GORDON; 

Mini-Song-Cycle (6) (med easy) 
high S, fl 

EASTLANE 

Crows and Other People (cycle) 
med, pf 

EASTLANE 

NABOKOV, NICOLAS; 

4 Poemes de Pasternak 
Bar, pf 

AMPHION (A: E-A) 

NAKADA, YOSHINAO; 

Elegant Songs to Confess Love 
A, pf 

JAPAN 

NARDI, NACHUM; 

Selection of Israeli Songs 
med, pf 

OR-TAV 

NAYLOR, BERNARD; 

Speaking from the Snow (Lewis) (4) (8 
min) 

high, pf 

ROBERTON (A: Presser) 
NEDBAL, MANFRED; 

3 Liebeslieder Op. 8 
S/T, pf 

DOBLINGER (A: Associated) 
NELHYBEL, VACLAV; 

The House That Jack Built 
Bar, pf 


4 Liederen 
med, pf 


DONEMUS (A: Peters) 


GENERAL (A: Schirmer) 
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Trois Poemes de A. Rimbaud 
high, pf 

KERBY (A: Boonin) 

NICKERSON, CAMILLE: 

Creole Talk Songs (3) 

VC, pf 

OFC 

NIEL, MATTY: 

Drie Liederen 
low, pf 

DONEMUS (A: Peters) 

NIELSEN, CARL 

Album of 9 Songs (DanEng) 
med, kybd 

HANSEN (A; Magna) 
Fire Folkelige Melodier (Danish 
Folksongs) (Dan) (4) 
med, pf 

HANSEN (A: Magna) 
6 Songs Op. 10 (DanCer) 
med, pf 

HANSEN (A: Magna) 
Strophic Songs Op. 21 (DanCer) Vol. 1 
and 2 
med, pf 

HANSEN (A; Magna) 

3 Songs from Aladdin Op. 34 

med, pf 

CHESTER (A: Magna) 

NIELSEN, RICCARDO: 

Ancora due poesie di Apollinaire (It) 
high, pf 

BONGIOVANNI (A: Belwin) 
Due poesie di Apollinaire (It) 
high, pf 

BONGIOVANNI (A: Belwin) 
Vier Goethe Lieder (It) 

S, pf 

BONGIOVANNI (A: Belwin) 

NIELSEN, SVEND: 

Duets (DanGer) 

SA, fl, perc, cello 

HANSEN (A: Magna) 

NIGG, SERGE: 

4 Melodies sur des poemes de Paul Eluard 
med, pf 

JOBERT (A: Presser) 

NIGGELING, WILLI: 

4 Lieder 

high, pf 

BREITKOPF L (A; Broude) 

NILES, JOHN JACOB: 

Ballads, Carols, Tragic Legends from 
Appalachian Mountains 
med, pf 


Five Gambling Songs (Niles) 
med, pf 

SCHIRMER 

More Songs of the Hill-folk (10) 
med, pf 

SCHIRMER 

Songs of John Jacob Niles 
all vcs, pf 

SCHIRMER 

NILSSON, BO: 

Quartets (8) 

SATB, wind instr 

PETERS 

NIN, JOAQUIN: 

4 Canciones Populares de Andalucia 
med, pf 

ESCHIG (A; Associated) 
4 Canciones Populares de Cataluna 
med, pf 

ESCHIG (A: Associated) 
4 Canciones Populares de Salamanca 
med, pf 

ESCHIG (A; Associated) 
10 Noels Espagnoles 
med, pf 

ESCHIG 

14 Airs Anciens Vol 1, 2 
med, pf 

arr. Nfn ESCHIG (A; Associated) 
20 Chants Populaires Espagnols Vol 1, 

2 

med, pf 

ESCHIG (A: Associated) 
NIN-CULMELL, JOAQUIN: 

3 Poems of Gil Vicente (Sp) (not a cy¬ 
cle) 

med, pf 

ESCHIG (A: Associated) 
12 Catalan Songs Series 1, 2 
med, pf 

ESCHIG (A; Associated) 

2 Poems of Jorge Manrique 

S, stqt 

ESCHIG (A: Associated) 

NIVERS, GUILLAUME: 

3 Marienmotetten 

S/T, cont 

ed. Ewerhart BIELER 

4 Motetten 

S/T, cont 

ed. Ewerhart BIELER 

NOBLE, ANN: 

3 Art Songs for Lysbet and Friend (15 
min) (med diff) 

Mez, pf 

OFC 


SCHIRMER 
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NOETEL, KONRAD; 

6 Lieder (diff) 
med, pf 

BARENREITER (A: Magna] 
NORDOFF, PAUL 


4 Songs (cummings) 
med-high, pf 

Triptych (Dryden] 
med-high, pf 


LIBE C 

LIBE C 


NOVAK, JAN: 

Apicius Modulatus (Kitchen recipes] 
med, gtr 

ZANIBON (A: Peters] 

NOVAK, VILESZLAV: 

Gipsy Melodies Op. 14 
med, pf 

SCHAUER (A; Associated] 

In Memoriam Op. 65 
Bar, pf 

ART IA (A; Magna] 

NOWAK, LIONEL 

5 Songs (Nemerov] 

Mez, cello, pf 

ACA 

2 Lieder nach Goethe 
med, pf 

ACA 


NYSTEDT, KNUT: 

Tre Religiose Folketoner Op. 34 (Nor] 
high/med, org/pf 

LYCHE (A: Peters] 

OBOUSSIER, ROBERT; 

3 Aden nach Klopstock (diff] 

Cols, ob hpscd 

BARENREITER (A: Magna] 
3 Lieder nach Eichendorff und Hebei 
(diff] 

Bar, pf 

BARENREITER (A; Magna] 
Gesange der Feme (Brentano, Claudius] 
(diff] 

CoIS, pf 

BARENREITER (A: Magna] 
Vie et Mort (Comtesse de Noailles] 
(FrCer] (12] (diff] 

Contr, pf 

BARENREITER (A; Magna] 
OBRADORS, FERNANDO: 

Canciones Classicas Espaholas Vol 1-4 
(SpEng] 
high, pf 


Canciones Classicas Espaholas Vol 1 (7] 
(SpEng] 
high, pf 

INTERNATL 

ODDONE, ELISABETTA; 

Rispetti e stornelli della Luccheria (6] 
highmed, pf 

BONG lO VANN I (A: Belwin] 
OGIHARA, TOSHITSUGU; 

6 Poems of Eiko Sadamatsu 
S, cl, cello, pf 

JAPAN 

OLAZABAL, TIRSO DE; 

Dos Canciones Castellanes deC.de la 
Vega 

med, pf 

RICORDI, BA (A: Schirmer] 
OLDHAM, ARTHUR; 

5 Chinese Lyrics 

high, pf 

NOVELLO; BOOSEY 
OMIZZOLO, ENRICA: 

Liriche di Rocco Scotellari (3] 
high, pf/instr 

ZANIBON (A: Peters] 

ORBON, JULIAN; 

Cantigas del Rey 

S, hpscd, 2 vin, via, cello, 2 perc 

COLOMBO (A; Belwin] 
ORGAD, BEN ZION; 

Leave out my Name (Heb] 
mez, fl 

MERCURY (A: Pressed 

ORLAND, HENRY; 

Drei Lieder (Politzer) 
med, pf 

SEESAW 

6 Occasional Songs ^ 

med, pf 

SEESAW 

Songs of the Shepherd 

T, pf 

SEESAW 

2 Ballads (Goethe] 
low, pf 

SEESAW 


ORR, CHARLES: 

3 Songs from SHROPSHIRE LAD (Eng] 
T, pf 

CHESTER (A: Magna] 
2 17th century poems 
Bar, pf 


UME (A: Associated] 


ROBERTON (A: Pressed 
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ORTHEL, LEON: 

Deux Melodies Op. 72 
high, pf 

DON EMUS (A; Peters) 

4 Songs Op. 64 
S/T, cl, pf 

DONEMUS (A; Peters] 

9 Songs Op. 65 
S, pf 

DONEMUS (A: Peters) 
Nonnenklage Op. 25 
S, pf (also instr) 

DONEMUS (A; Peters) 
Quatre Esquisses Valaisannes Op 62 
S, pf 

DONEMUS (A; Peters) 

7 Songs of Rilke Op. 61 
S, pf 

DONEMUS (A; Peters) 

6 Quatrains Valaisans Op. 63 
S, pf 

DONEMUS (A: Peters) 

3 Songs Op. 26 (Rilke) 
high, pf 

ALSBACH (A: Peters) 

3 Songs Op. 49 (Smelik) 

S, pf 

DONEMUS (A: Peters) 

3 Songs Op. 51 (Rilke) 

S, pf 

DONEMUS (A: Peters) 

3 Songs of Rilke Op. 55 
med, pf 

DONEMUS (A: Peters) 

3 Songs Op. 74 
S, pf 

DONEMUS (A; Peters) 

3 Chansonettes Op. 58 

high, pf 

DONEMUS (A; Peters) 

2 Songs Op. 54 
Bar, pf 

DONEMUS (A; Peters) 

2 Songs on a text of Rilke Op. 56 
B/Bar, pf 

DONEMUS (A; Peters) 

OSTERC SUVKO: 

4 Gradnik-Lieder 

Mez, stgs 

CERIC (A; Belvvin) 

OSTRCiU OTAKOR: 

2 Pieces for Soprano 

S, pf 

ARTIA (A; Magna) 

2 Pieces for Tenor 

T, pf 

ARTIA (A: Magna) 


OTHEGRAVEN, AUGUST VON: 

Cesange Op. 19 
med-low. pf 

LEUCKART (A; Associated) 
OTHMAYR, KASPAR: 

Geistliche Zweigesange (med diff) 
high low, org 

ed. Lipphardt 
BARENREITER (A: Magna) 

OTT, JOSEPH: 

5 Songs of Rilke 
S. pf 

AMC 

OWENS, ROBERT; 

Borderline (Hughes) (16) Op. 24 

VC, pf 

ORLANDO 

Desire (Hughes) (3) 

VC, pf 

ORLANDO 

4 Motivations Op. 21 (Wordsworth; 
Dickinson) 

VC, pf 

ORLANDO 

Heart on the Wall (Hughes) (5) 

S, pf 

ORLANDO 

Mortal Storm (Hughes) Op. 29 (5) 

VC, pf 

ORLANDO 

Silver Rain (Hughes) (7) 

VC, pf 

ORLANDO 

3 Songs (Dunbar; Cunney) 
high, pf 

ORLANDO 

3 Songs in Memoriam of George 
Jackson (McKay) Op. 41 

VC, pf 

ORLANDO 

PABLO, LUIS DE: 

Commentaries 
S, pic, vibra, bvl 

MODERN 

PACCAGNINI, A.: 

Brevi Canti 
Mez, pf 

UNIVERSAL (A: E-A) 

PAHISSA, JAIME: 

Canciones Populares Catalanas (6) 
high, pf 

UME (A; Associated); 
RICORDI BA (A: Schirmer) 

6 Canciones (SpCat) 
high, pf 

RICORDI BA (A: Schirmer) 
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PALADILHE, EMILE: 

5 Songs 

med, pf 

RECPUB 

PALAU, MANUEL 
Seis Lieder (de Vega) 

S, pf 

UME (A: Associated) 

PALMA, ATHOS: 

Ocho Canciones Saltenas 
high, pf 

RlCORDl BA (A; Schirmer) 
PALMGREN, SELIM: 

6 Songs by Selim Palmgren 
(FinnEng) 

high, pf; low, pf 

ed. Engel BOSTON 

PANETTI, JOAN: 

3 Songs of Lydia Fakundiny 

med, pf 

NEW VALLEY 

PANNI, MARCELLO: 

4 Melodie 

S, 3 instr 

ZERBONI (A: Boosey) 
3 Arie e Quattro Danze 
Mez, 7 instr 

ZERBONI (A; Boosey) 
PANUFNIK, ANDRZEJ: 

Hommage a Chopin (5) (Vocalises) (15 
min) 

high, pf 

BOOSEY 

PARAY, PAUL 

Quatre Poemes de Jean Labor 
med-high, pf 

jOBERT (A; Pressed 

Trois Melodies 
high, pf 

jOBERT (A: Pressed 

PARCHMAN, GEN: 

Cycle of Novelties 

S, pf 

SEESAW 

PARKER, ALICE: 

A Garland of Carols 
SA, pf 

SCHIRMER 

Songs for Eve (MacLeish) (75 min) 

SAT Bar, stqt 

HINSHAW 

PARRIS, ROBERT: 

3 Love Lyrics 

T, pf 

ACA 


3 Passacaglias 

S, hpscd, vln, cello 


ACA 


PASATIERI, THOMAS: 

Rites de Passage (Phillips) (Eng) 

S/high Mez, pf, stqt 

BELWIN 

Selected Songs (8) (Phillips, 
Shakespeare, Fletched 


high, pf 

SOUTHERN PEER 

3 American Songs 


var vcs, pf 

SOUTHERN PEER 

3 Coloratura Songs 


Cols, pf 

SOUTHERN PEER 

3 Poems of Agee 


Mez, pf 

BELWIN 

3 Shakespeare Songs 


S, pf 

SOUTHERN PEER 

PASSANI, EMILE: 



Chansons Martiniquaises (5) 
med, pf 

AMPHION (A: E-A) 

Trois Conseils 
high, pf 

jOBERT (A: Pressed 


PEASLEE, RICHARD: 

Songs from the Chinese 
med VC, pf 


E-A 


PEDRELL, CARLOS: 

De Castilla (6) (Machado) (SpFr) 
med, pf 

ESCHIG (A: Associated) 

PEDRELL, FILIPO: 

Canciones Arabescas (Sp) 
med, pf 

UME (A; Associated) 

4 Canciones Argentinas (SpFr) 
med, pf 

ESCHIG (A: Associated) 

4 Chansons (FrSp) 
high, pf 

ESCHIG (A: Associated) 

3 Pastorales (FrSp) 
high, pf 

ESCHIG (A: Associated) 

PEETERS, FLOR: 

Ivory Tower (Marienlieder) (Albe) Op. 

47 (6 sacred songs) (EngFlem) 
med, pf/org 

PETERS 
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6 Love Songs Op. 50 (EngCer) 
med, pf 

PETERS 

Speculum Vitae (Mirror of Life) Op. 36 
(4) (EngGer) 
med, org 

PETERS 

PELEMANS, WILLEM: 

Clochards (3) (Burgaud) 
med, pf 

CBDM (A; Elkan H) 

PENN, WILLIAM: 

3 Songs on Teton Sioux Poems 
S, 2 pf, 2 perc 

SEESAW 

PEPPING, ERNST: 

As Ik Hier dit Jaar Wer (med diff) 
high, pf 

BARENREITER (A: Magna) 
Haus und Trostbuch (Vol. 1-4; 42 
Lieder) (med diff) 

S, pf 

BARENREITER (A: Magna) 
Liederbuch on poems by Paul Gerhardt 
(med diff) 
med, pf 

BARENREITER (A; Magna) 
Vaterland (med diff) 

T, pf 

BARENREITER (A: Magna) 

PEPYS, SAMUEL 

3 Chansons de son Choix (Lawes; 
Banister) 

med (1-2) vcs, pf (1 duet) 

L'OISEAU 

PERERA, RONALD: 

5 Summer Songs (Dickinson) 
med-high, pf 

SCHIRMER EC 

3 Night Pieces 

SSAA, pf, perc, cello 

SCHIRMER EC 

3 Poems of Gunter Crass (diff) 

Mez, fl (pic, A fl), ci (A sax, bcl), pf, 
vin, via, tape 

SCHIRMER EC 

PERISSAS, M.: 

Le Petit Soldat (5) 
med, pf 

OUVRIERES (A: Galaxy) 
PERSICHETTI, VINCENT: 

A Net of Fireflies (17 Haiku) 
med, pf 

ELKAN V (A; Pressed 


Emily Dickinson Songs Op. 76 (4) 
med, pf 

ELKAN V (A; Pressed 
Harmonium (Stevens) 

S, pf 

ELKAN V (A: Pressed 
Hilaire Belloc Songs Op. 75 (2) 
med, pf 

ELKAN V (A: Pressed 
James Joyce Songs Op. 74 (3) 
med, pf 

ELKAN V (A: Pressed 

PERSICO, MARIO: 

Sette Piccole Liriche (Vol 1 (4); Vol 2 
(3)) 

med-high, pf 

CURCI 

PERT, MORRIS: 

4 Japanese Verses 

med, pf 

WEINBERGER (A; Boosey) 
PETERKIN, NORMAN: 

3 Songs for Medium Voice 
med, via 

OXFORD 

PETERSEN, WILHELM: 

5 Songs Op. 20 (H5lderlin; George) 

(diff) 

med, pf 

BARENREITER (A: Magna) 
Goethe Lieder Op. 40 (9) (diffl 
high, pf 

BARENREITER (A: Magna) 

3 Baroque Songs Op. 26 (diff) 
med, pf 

BARENREITER (A: Magna) 
Wunderhorn Lieder (Vol 1-3) Op. 12 
(diff) 
med, pf 

BARENREITER (A: Magna) 
PETRASSI, GOFFREDO: 

Beatitudines 
Bar/B, 5 instr 

ZERBONI (A: Boosey) 

2 Liriche di Saffo 

S, instr 

ZERBONI (A: Boosey) 

3 Liriche 

bar, pf 

ZERBONI (A: Boosey) 

PETRZELKA, VILEM: 

Einsamkeiten der Seele Op. 10 (4) 

T, pf 

BARENREITER (A: Magna); 

BOOSEY 
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PETRZELKA, VILEM: (cont'd.) 

Der Weg Op. 14 
T, pf 

ARTiA (A: Magna) 

PETZOLD, RUDOLF: 

Drei Lieder Op. 10 
S, pf 

CERIC (A: Belwin) 

Vier Lieder Op. 29 
med, pf 

CERIC (A: Belwin) 

PEYRETTi, ALBERTO: 

Canciones 
S/T, pf/instr 

SONZOCNO (A: Belwin) 

Tre Liriche 
Bar, pf/instr 

SONZOCNO (A; Belwin) 

PEYTON, MALCOLM: 

Songs from Shakespeare (9 min) 

Mez, 2 cl, stg trio 

BOMART 

2 Sonnets from John Donne (6 min) 

B-Bar, hn, T tmb, via, cello, bvl 

BOMART 

PFITZNER, HANS: 

Alte Wiesen (Keller) Book 1, 2 
high, pf 

SCHOTT (A: E-A) 

3 Lieder Op. 5 

S, pf 

SCHOTT (A: E-A) 

5 Lieder Op. 7 

med, pf 

RIES (A; Peters) 

6 Lieder for High Baritone Op. 6 

Bar, pf 

SCHOTT (A; E-A) 
6 Liebeslieder fur Frauenstimme (Vol 1; 
2) (Huch) 

high, pf and low, pf 

SCHOTT (A: E-A) 
6 Songs in Two Volumes Op. 40 
med, pf 

PETERS 

3 Sonnets Op. 41 

Bar/B, pf 

PETERS 

4 Lieder Op. 32 (Meyer) 

Bar/B, pf 

BOOSEY: SCHOTT (A: E-A) 
4 Lieder Op. 30 
high, pf 

SCHOTT (A; E-A) 
4 Lieder Op. 32 (Meyer) 

Bar/B, pf 


4 Lieder for Medium Voice Op. 29 
med, pf 

SCHOTT (A: E-A) 

PFOHL, J. C: 

A Trilogy of Southern Lyrics 
all vcs, pf 

BRODT 

PHILLIPS, JOHN C: 

3 Xmas Songs 

high, acap 

ROBERTON (A: Presser) 

PHILLIPS, MONTAGUE F.: 

Old World Dance Songs (4) 
high, pf 

NYP LIBE 

PIERNE, GABRIEL 

20 Songs (Vol 1) 
low, pf 

LEDUC (A: Presser) 

20 Songs (Vol 2) 
high, pf 

LEDUC (A: Presser) 

PIJPER, WILLEM: 

Fetes Calantes (3) 

Mez, pf 

DON EMUS (A: Peters) 

4 Songs (de Bruijn) 

med/high, pf 

DONEMUS (A: Peters) 
Liederen uit de Toneelmuziek (THE 
TEMPEST) 

med, fl, cl, hn, pf, perc, stgs 

DONEMUS (A: Peters) 
Vieilles Chansons de France 
med, pf 

WACENAAR (A: Presser) 

PIKET, FREDERICK: 

3 Biblical Songs 
med, pf 

TRANSCON 

PILKINGTON, FRANCIS: (1562-1638) 

First Book of Songs 
med-high, lute 

STAINER (A: Galaxy) 

PINKHAM, DANIEL 

Letters from St. Paul 
high, pf/instr 

SCHIRMER EC 
Songs from Ecclesiastes (3) 
high, pf/instr 

SCHIRMER EC 

Songs of Innocence 
S, fl, pf 

SCHIRMER EC 


BOOSEY; SCHOTT (A: E-A) 
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The Song of Jepthah's Daughter (carv* 
tata) 

S, pf 

PETERS 


PISADOR, DIEGO: 

Songs with Guitar (4) 
high (2), low (2), gtr 


PETERS 


2 Sacred Songs 
S, pf/org 

DOBLINGER (A: Associated) 


PIAZA-ALFONSO, JUAN: 


4 Venezuelan Songs (Cruz) 
med, pf 


ASSOCIATED 


(A: Schirmer/Associated) 


PISK, PAUL 
5 Folksongs 

med, fl, ob, 2 cl, 2 bsn, 2 hn, perc, 
stgs 

ACA 

4 Sacred Songs Op. 97a 
med, pf 

ACA 

Lieder aus der fahrenden Spielmanns 
Op. 6 Vol 1-3 
med, pf 

UNIVERSAL (A: E-A) 
Meadow Saffrons Op. 37z (3) 

Contr, cl, bcl 

PRESSER 

2 Goethe Lieder 

med, pf 

ACA 

PITTALUGA, GUSTAVO: 

Canciones del Teatro de F. Garcia 
Lorca 

var vcs, instr 

UME (A: Associated) 

PIZZETTl ILDEBRANDO: 

Altre Cinque Liriche 
Mez/Bar, pf 

RICORDl (A: Schirmer) 

Cinque Liriche 
high, pf 

FORLIVESl (A: Belwin) 

Tre Canti Greci 
med/Bar, pf 

FORLIVESl (A: Belwin) 

3 Canzoni 

S, stqt/pf 

RICORDl (A: Schirmer) 
Tre Sonetti del Petrarca 
high/med-high, pf 

RICORDl (A: Schirmer) 

PIA, R.: 

4 Canciones Sefardies (Sp) 

med, pf/gtr 

UME (A: Associated) 

PUNYAVSKY, PETER: 

2 Psalms (Lat) 

Mez, org 

DOBLINGER (A: Associated) 


PLESKOW, RAOUL 

2 Songs on Latin Fragments 

S, pf 

ACA 

3 Songs (ancient writings) 

T, vin, via, cello, cl, bcl. pf 

ACA 

PLESSIS, HUBERT DU: 

5 Invocations 

T, pf 

NOVELLO 

PODEST, LUDVIK: 

Maminka 
med, pf 

ARTIA (A: Magna) 
POHLE, DAVID: (1624-1695) 

12 Liebesgesange (med diff) 

2 female vcs, 2 vIn, cont 
ed. Gurlitt BARENREITER (A: Magna) 

POKORNY, ANTONIN: 

Mozart in Prag 
med, pf 

CZECH MUSIC INFO 

POLLOCK, ROBERT: 

Song Cycle (Crane) (16) 

S, pf 

BOMART 

PONCE, MANUEL 

4 Poemas de Francisco de Icaza 
(SpFrEng) 

med, pf 

SOUTHERN PEER 

6 Archaic Poems 

med, pf 

SOUTHERN PEER 
6 Canciones Populares Mexicanas 
med, pf 

SOUTHERN PEER 
3 Poems by Mariano Brull 
med VC, pf 

SALABERT 

3 Poemas de Enrique Gonzales Mar¬ 
tinez (SpEng) 
med, pf 

SOUTHERN PEER 
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PORENA, BORIS; 

4 Lieder aus dem Barock 
S, 2 instr 

ZERBONI (A: Boosey) 

PORRINO, ENNIO: 

3 Canti Regional! 

S, fl, ob, cl, bsn, 2 hn, tpt, tmb, 
timp, perc, harp, pf 

CARISCH (A: Boosey) 

PORTER, QUINCY: 

12 Songs for Helen and One for Bill 
(nursery) 

S, fl, ob, cl, bsn, perc, stgs 

ACA 

POSCH, HANS: 

Kritik des Herzens Op. 26 
med, pf 

SIKORSKI (A; Associated) 

POSER, HANS: 

14 Christmas Songs for Soprano, 
Recorder, and other Instruments 
S, rec, instr 

SCHAUER (A: Associated) 


POULENC, FRANCIS: 

Airs Chantes (Moreas) (4) (EngFrCer) 

S, pf/orch 

SALABERT 

Banalites (Apollinaire) 
med, pf 

ESCHIG (A: Associated) 
Calligrammes (Apollinaire) (7) 
high, pf 

HEUGEL (A: Presser) 
Chansons et Melodies (Fr) 
var vcs, pf 

HEUGEL (A: Presser) 
Chansons Gail lards (8) 

Bar, pf 

HEUGEL (A: Presser) 
Chansons pour Enfants 
med, pf 

ENOCH (A: Associated) 
Chansons Villageoises (Fombeure) (6) 
high male, pf/orch 

ESCHIG (A: Associated) 
5 Poemes de Max Jacob 
high, pf 

SALABERT 

5 Poemes de Paul Eluard 
med, pf 

DURAND (A: Presser) 
Cocardes (Cocteau) (3) 
high, pf/instr 

ESCHIG (A: Associated) 

2 Chansons 
med-high, pf 


2 Melodies (Apollinaire; de Beylie) 
med, pf 

ESCHIG (A: Associated) 

2 Poemes de Louis Aragon 

high, pf 

SALABERT 

12 Chansons Vol 1, 2 
med, pf 

SALABERT 

12 Chants pour voix moyenne 
med, pf/instr 

DURAND (A: Presser) 
12 Poemes d'Apollinaire (FrEngGer) 
med, pf 

ESCHIG (A: Associated) 
Fian^:ailles pour rire (Vilmorin) (6) 
high female, pf 

SALABERT 

8 Chansons Polonaises (PolFr) 
med, pf 

SALABERT 

La Courte Paille (Careme) (7) 
med, pf 

ESCHIG (A: Associated) 
Le Bestiaire (Apollinaire) (6) (FrGerEng) 
med, pf/(stqt, fl, cl, bsn) 

ESCHIG (A: Associated) 
Le Travail du Peintre (Eluard) (7) 
med, pf 

ESCHIG (A: Associated) 
Metamorphoses (Vilmorin) (3) 
high/med-high, pf 

SALABERT 

Miroirs Brulants (Eluard) (2) 
med, pf 

SALABERT 

Parisiana (Jacob) (2) 
med, pf 

SALABERT 

Poemes de Ronsard (5) 

Mez, pf 

HEUGEL (A: Presser) 
4 Poemes de Guillaume Apollinaire 
med-low, pf 

SALABERT 

6 Melodies 
med, pf 

ESCHIG (A: Associated) 
Tel Jour, Telle Nuit (Eluard) 
med, pf; low, pf 

DURAND (A: Presser) 

3 Chansons de Garcfa-Lorca (SpFr) 

med-high, pf 

HEUGEL (A: Presser) 
3 Poemes de Louise de Vilmorin 
high female, pf/instr 

DURAND (A: Presser) 


ESCHIG (A: Associated) 
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La Dame de Monte Carlo (Cocteau) (7 
min) 

med, pf (also orch) 

DURAND (A; Pressed 
La Fraicheur et le Feu (Eluard) 
med, pf 

ESCHIC (A: Associated) 

POUSSEUR, HENRI: 

3 Chants Sacres 
S, 3 instr 

ZERBON! (A; Boosey) 

POWELl, MEL 

Haiku Settings Op. 12 (3) (very diff) 

S, pf 

SCHIRMER 

POWELL ROBERT: 

3 Wedding Songs 
SU, pf 

CONCORDIA 

PRATELU, FRANCESCO: 

Cantilene a Colombina Op. 45 
high, pf 

BONGIOVANNI (A: Belwin) 
Due Liriche Op. 8 
high, pf 

BONGIOVANNI (A: Belwin) 
Impressioni Op. 26 (4) 
high, pf 

BONGIOVANNI (A: Belwin) 
La Strade Notturne (3) 
high, pf 

BONGIOVANNI (A: Belwin) 
Le Canzoni del Niente (10) 
high, pf 

BONGIOVANNI (A: Belwin) 
Quattro Liriche Op. 7 
high, pf 

BONGIOVANNI (A: Belwin) 
Stati d'Anima Op. 27 (2) 
high, pf 

BONGIOVANNI (A: Belwin) 
Storia d'Amore Op. 9 (4) 
high, pf 

BONGIOVANNI (A; Belwin) 
PRESSER, WILLIAM: 

4 Nursery Rhymes 
med, pf 

TRITEN (A; Pressed 

3 Epitaphs 
high, pf 

TRITEN (A: Pressed 

PROHASKA, CARL 

2 Gedichte von Richard Dehmel Op. 

21 

S, 4 stgs 

BREITKOPF W (A: Associated) 


PROKOFIEV, SERGE: 

5 Poesies de C. Balmont Op. 36 (5) 
(RussFrGerEng) 
high, pf 

BREITKOPF L (A: Broude) 
3 Children Songs Op. 68 (EngRuss) 
med/high, pf 

LEEDS (A: Belwin) 

Vocal Works 
var (1-2) vcs, pf 

MEZ KNIGA 

12 Lieder fur Mittlere Stimme Op. 104 
(Russ) (contains 2 duets: TB, pf) 
med, pf 

SIKORSKI (A: Associated) 
PURCELL HENRY: 

Albur fur Sopran 
S, pf/cem 

SCHOTT (A: E-A) 
Blessed Virgin's Expostulation 
high, pf 

ed. Britten; Pears BOOSEY 
Die Nacht (3) 
high, 4 stgs 

BARENREITER 
15 Songs and Airs (2 sets) 
high, pf; low, pf 

NOVELLO 

5 Songs (ORPHEUS BRITANNICUS) 

med, pf 

ed. Britten; Pears BOOSEY 

40 Songs 

high, pf; low, pf; B, pf 

arr. Kagen INTERNATL 
4 Sacred Songs (Harmonia Sacra) 
high, pf; low, pf 

ed. Kagen INTERNATL 

Henry Purcell 

high, pf; low, pf 

ed. Edmunds ROW 
PART SONGS (see Voice with Other 
Voices) 

Popular Edition of Selected Works Vol 

1 , 2 

high, pf; med, pf; low, pf 

ed. Cooper 
NOVELLO (Purcell Society) 
Purcell Society Edition (Complete 
Works) Vol 1-32 
var vcs and instr 

NOVELLO 

7 Songs from Orpheus Britannicus 
high/med, pf 

ed. Britten BOOSEY 

6 Sacred Songs 

S, pf; Mez, pf; T; pf; Bar, pf 

NOVELLO 
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PURCELL, HENRY: (confd.) 

6 Songs 

high/med, pf 

ed. Britten; Pears BOOSEY 

6 Songs for Bass 

B, pf 

ed. Kagen INTERNATL 
Suite of Songs from Orpheus Britan- 
nicus 

high, small orch 

BOOSEY 

The Queen's Epicedium (Lat) 
high, pf 

ed. Britten; Pears BOOSEY 

3 Divine Hymns (HARMONIA SACRA) 

high, pf 

ed. Britten; Pears BOOSEY 
12 Songs by Henry Purcell 
med, pf 

ed. Cummings NOVELLO 
2 Divine Hymns and Aleluia (HAR¬ 
MONIA SACRA) 
high, pf 

ed. Britten; Pears BOOSEY 
QUILTER, ROGER: 

5 Jacobean Lyrics 
high, pf; med, pf 

LIBE C 

4 Child Songs Op. 5 (Stevenson) 

low, pf 

NYP LIBE 

7 Elizabethan Lyrics Op. 12 

high, pf; low, pf; med, pf 

BOOSEY 

Shakespeare Songs Op. 6 (2 sets) 
high, pf; low, pf 

BOOSEY 

The Arnold Book of Old Songs 
med, pf 

ed. Britten; Pears BOOSEY 


Songs of Sorrow Op. 10 (4) (Dowson) 
med, pf 



NYP LIBE 

3 Shakespeare Songs 


high, pf; low, pf 

BOOSEY 

To Julia Op. 8 (Herrick) 


low, pf 

LIBE C 


QUINET, MARCEL 

Arche de Noe (6) (Moussarie) 
med, pf 

CBDM (A Elkan H) 
Chanson de Quatre Saisons (4) (Yao 
Hsin Hsien) 

S/A/Bar, pf 


4 Ha'f-Kai (Ogiwara) 

Mez, pf 

CBDM (A: Elkan H) 
RACHMANINOFF, SERGEI: 

Album of Songs (6) 
high, pf; low, pf 

BOSTON 

4 Songs (from Op. 4, 8,14) (SwedEng) 
med, kybd 

CHESTER (A: Magna) 

Songs Vol. I (Op. 4 (6); Op. 8 (6); Op. 

14 (12); Op. 21 (12)) (RussEng) 
orig keys, pf 

BOOSEY 

Songs Vol. II (Op. 26 (15); Op. 34 (14); 

Op. 38 (6); to symbolist poets) 

(RussEng) 

orig keys, pf 

BOOSEY 

12 Selected Songs (from Op. 4,14, 21, 

26, 34) (EngFrRussGer) 
high, pf; med, pf 

BOOSEY 

RAINIER, PRIAULX: 

3 Creek Epigrams 
S. pf 

SCHOTT: (A: E-A) 

Cycle for Declamation 
T/S, acap 

SCHOTT (A: E-A) 
RAMEAU, JEAN-PHILIPPE: 

Arias Vol 1 

S, fl, cont 

RUBANK 

Arias Vol 1 

T, fl, cont 

RUBANK 

Airs (from COMPLETE WORKS) 

Vol 1; med, pf/instr 

DURAND (A: Presser) 

Complete Works Vol 1-18 (reprint of 

Breitkopf Edition) 

var instr and vocal combos 

UNIV MUS ED 

Opera Arias 
S/T, fl, cont 

ed. Viollier MUS RARA (A: Peters) 
RAMSHORST, J.D. VON: 

12 Songs (Dutch) 
all vcs, pf 

ALSBACH (Peters) 

RANGSTROM, JURE: 

22 Songs (Swedeer) 
all vcs, kybd 

NORDISKA (A: Magna) 


CBDM (AiElkan H) 
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Tva Sommarvisor (2) 
all vcs, pf 

Vildmark (2) 
all vcs, pf 

RANTA, SULHO: 

junge Lyrik Op. 27 #2 
(FinnSwedCer) 
med-high, pf 


LUNDQUIST 

LUNDQUIST 


FAZER 


RAPHAEL, GUNTHER: 

3 geistliche Lieder Op. 31 
A, pf/org 

BREITKOPF L (A: Broude) 

RAPHAEL, MARK 

3 Blake Songs 
med, pf 

ROBERTON (A: Presser) 

RAPHLING, SAM: 

New Songs on 4 Romantic Poets 
med, pf 

GENERAL (A: Schirmer) 

Shadows in the Sun (Hughes) 
med-high, pf 

GENERAL (A: Schirmer) 

Songs on Poems of Carl Sandburg (5) 
med, pf; low, pf 

PRESSER 

Spoon River Anthology (3) 
med, pf 

MERCURY (A: Presser) 

RASMUSSEN, K.A.: 

When I Was Happy I Wrote No Songs 

(6 Gypsy Songs) 
high, gtr 

HANSEN (A; Magna) 

RASSE, FRANCOIS: 

Deux Poemes de Maurice Careme 
high, pf 

CBDM (A: Elkan H) 

La Chanson d'Eve (2) (van Lerberghe) 
high, pf 

CBDM (A: Elkan H) 

RATHAUS, KAROL 

3 English Songs 
med, pf 

ASSOCIATED 

(A: Schirmer/Associated) 


RAVEL, MAURICE: 

Chansons Madecasses (3) 
med, pf/instr 

DURAND (A; Presser) 


Chants Populaires (4) 
med, pf/instr 

DURAND (A: Presser); 

INTERNATIONAL 
Chants Populaires (4) (EngFr) 
med, pf 

INTERNATL 

5 Melodies Populaires Grecques 
(GreekFr) 

med, pf/orch 

DURAND (A; Presser) 
5 Melodies Populaires Grecques (EngFr) 
med, pf 

INTERNATL 

2 Epigrammes de Clement Marot 
med, pf 

ESCHIG (A: Associated) 

2 Melodies Hebralques 

med, pf/harp 

DURAND (A: Presser) 
Don Quichotte a Dulcinee (Morand) (3) 
high, pf; med, pf 

DURAND (A: Presser) 

12 Chants (FrEng) 

med, pf; high, pf (also instr) 

DURAND (A: Presser) 
Histoires Naturelles (Renard) (5) 
med, pf/instr 

DURAND (A; Presser) 
Scheherazade (Klingsor) (3) 

S/mez, pf/orch 

INTERNATL; DURAND (A: Presser) 

3 Songs (includes 2 Epigrams of Marot) 
(FrEng) 

med, pf 

INTERNATL 

3 Chansons 
high, pf/instr 

DURAND (A: Presser) 
3 Poemes de Stephane Mallarme 
med (2 fl, 2 cl, pf, stqt)/pf 

DURAND (A: Presser) 

RAWSTHORNE, ALAN: 

Pages from the Swallow Book 
Contr, pf 

OXFORD 

Tankas of the Four Seasons 
T, ob, cl, bsn, vln, cello 

j OXFORD 

READ, GARDNER: 

From a Lute of Jade (3) 
med, pf 

SEESAW 

REALE, PAUL 

3 Songs from the Chinese Chin 
mez, xylo, ob (enghn), timp 

ACA 
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REDA, SIEGFRIED: 

10 Weihnachtslieder (Xmas) (easy) 
med, pf 

BARENREITER (A: Magna) 
REDMAN, REGINALD: 

5 Chinese Miniatures 

S, 2 fl, pic, ob, 2 cl, bsn, vibra, 
glock, cel, harp, stgs 

NOVELLO 


REGER, MAX: 

8 Lieder Op. 79 
all vcs, pf 

SIKORSKl (A: Associated) 
5 Duets Op. 14 
SA, pf 

SCHOTT (A: E-A) 
Schlichte Weisen Op. 76 (GerEng) 
high, pf; med, pf 

BOTE (A: Associated) 

3 Duets 
SA, pf 

UNIVERSAL (A; EA) 
12 Sacred Songs Op. 137 (GerEng) 
med, pf/org 

PETERS 

2 geistliche Lieder (GerEng) 

med, pf/org 

LEUCKART (A: Associated) 
REGT, HENDRIK DE: 

Canzoni e scherzi Op. 30 (Dutch) 

S, fl, harp 

DONEMUS (A: Peters) 
REICHARDT, J. FRIEDRICH: 

Balladen und Romanzen (Goethe) 
(facsimile ed.) 
med, pf 

BREITKOPF L (A: Broude) 

REIF, PAUL 

Birches 

T, pf/orch 

GENERAL (A: Schirmer) 
. . and be my love (2) 

S, pf 

GENERAL (A: Schirmer) 
5 Finger Exercises (Eliot) 
high, pf 

GENERAL (A: Schirmer) 
La Figlia che piange (Eliot) 

Bar, pf 

GENERAL (A: Schirmer) 

REIMANN, ARIBERT: 

3 Lieder 

med, pf; high, pf 

BOTE (A: Associated) 


3 Sonette von W. Shakespeare (Eng) 
Bar, pf 

ARS VIVA (A: Belwin) 

3 Spanische Lieder (SpGer) 

S, fl, harp, cello 

BOTE (A: Associated) 
5 Gedichte von Paul Celan 
Bar, pf 

ARS VIVA (A: Belwin) 

REINER, KAREL 

Drei Lieder (Czokora) (3) (CzechCer) 
Bar, pf 

DOBLINGER (A; Associated) 
RESPIGHI, OTTORINO: 

Cinque Canti alLAntica 
high, pf 

BONGIOVANNI (A: Belwin) 

4 Rispetti Toscani 

S,pf 

BONGIOVANNI (A: Belwin) 
Deita Silvane 
med-high, pf 

RICORDl (A: Schirmer) 

5 Lyrics 

med, pf 

COLOMBO (A: Belwin) 
4 Armenian Folk Songs 
med, pf 

RICORDl (A; Schirmer) 

4 Lyrics 
low, pf 

COLOMBO (A: Belwin) 
4 Lyrics (d'Annunzio) 
high, pf 

BONGIOVANNI (A: Belwin) 

4 Scottish Songs (EngGer) 

VC, pf 

UNIVERSAL (A: E-A) 

Sei Melodie 
high, pf 

BONGIOVANNI (A: Belwin) 

6 Lyrics (2 sets) 

Mez, pf 

BONGIOVANNI (A: Belwin) 
REUIAND, JACQUES: 

5 Lyrics 

Mez, pf 

DONEMUS (A: Peters) 
Songs by Robert Burns 
high, pf 

DONEMUS (A: Peters) 
REUTTER, HERMANN: 

8 Russische Lieder Op. 21 
high, pf 

BREITKOPF L (A: Broude) 
Bogenschutzen (cycle-vocalise) 
high, pf 


SCHOTT (A: E-A) 
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Chamber Music Goyce) 

B, pf 

SCHOTT (A; E-A) 
3 Altagyptische Gedichte 
B, pf 

SCHOTT (A: E-A) 

3 Cesange Op. 56 
low, pf 

SCHOTT (A; E-A) 

3 Lieder Op. 61 
high, pf 

SCHOTT (A: E-A) 

3 Lieder Op. 67 
high, pf 

SCHOTT (A: E-A) 

3 Lieder Op. 60 
high, pf 

SCHOTT (A: E-A) 
3 Monologe des Empedokles 
Bar, pf/orch 

SCHOTT (A; E-A) 

3 Zigeunerromanzen 
med, pf 

SCHOTT [A: E-A) 
5 Antike Oden Op. 57 (Sappho) 
med female vc, pf, via 

SCHOTT (A; E-A) 
5 Fragmente nach Holderlin 
T, pf 

SCHOTT (A; E-A) 
5 Lieder nach Cedichten von Kaschnitz 
med, pf 

SCHOTT (A: E-A) 

5 Lieder 

low, pf 

SCHOTT (A: E-A) 

Lieder der Liebe 
S, pf 

SCHOTT (A; E-A) 

9 Lieder Op. 59 
high, pf 

SCHOTT (A: E-A) 

9 Lieder nach Cedichten von Huch 
female or male vc, pf 

SCHOTT (A: E-A) 

6 Gedichte (WESTOSTLICHES DIVAN 
von Goethe) Op. 73 

SBar, pf 

SCHOTT (A: E-A) 
6 Russische Lieder Op. 23 
high, pf 

SCHOTT (A: E-A) 

6 Spate Gedichte 

med, pf 

SCHOTT (A: E-A) 

7 Russische Gesange Op. 68 

med-high, pf 

SCHOTT (A: E-A) 


Tre Notturni (Nietzche) 
low male, pf, ww 

SCHOTT (A: E-A) 

4 Lieder nach Cedichten von Sachs 

med, pf 

SCHOTT (A: E-A) 

REVUELTAS, SILVESTRE: 

Dos Canciones 
Bar, pf 

SOUTHERN PEER 

7 Songs (Lorca) 
med, pf 

SOUTHERN PEER 

RHENE-BATON: 

Au Coin de LAtre Op. 29 (Champenois) 
(4) 

med, pf/instr 

DURAND (A: Presser) 
Chansons Bretonnes Op. 21 (Tiercelin) 

( 8 ) 

med, pf/instr 

DURAND (A: Presser) 
Chansons Douces Op. 7 (Champenois) 
(12) (FrEng) 

Mez, pf/instr 

DURAND (A: Presser) 
Chansons pour Marycinthe (Duhamel) 
Op. 50 (6) (FrEng) 
med, pf/orch 

DURAND (A: Presser) 

5 Melodies sur des Poesies de Jean 
Labor Op. 16 (5) 

med, pf/instr 

DURAND (A: Presser) 

2 Melodies Op. 18 

low, pf/instr 

DURAND (A: Presser) 
Les Heures d'Ete Op. 14 (Samain) (6) 
med, pf/instr 

DURAND (A: Presser) 

3 Melodies Op. 15 

Mez, pf/instr 

DURAND (A: Presser) 

RHODES, PHILUP: 

Autumn Setting (3) 

S, stqt 

PETERS 

Recollections of a Summer Past 

T, pf 

ACA 


RIADIS, EMILE: 

13 Short Greek Songs 
high, pf 

SALABERT 

3 Songs on Poems of Shelley 
S/T, pf 

GENERAL (A: Schirmer) 
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RIADIS, EMILE: (confd.) 

2 Songs to Poems of Michelangelo 
high, pf 

GENERAL (A: Schirmer) 
RIEGGER, WALLINGFORD: 

2 Bergerettes (Fr) 
med, pf 

SOUTHERN PEER 

RIETL VITTORIO: 

5 Elizabethan Songs 
med, pf 

GENERAL (A: Schirmer) 
4 D. H. Lawrence Songs 
med, pf 

GENERAL (A; Schirmer) 
4 Poems of Max Jacob 
med, pf 

GENERAL (A; Schirmer) 

4 Liriche Italiane 

med, pf 

GENERAL (A: Schirmer) 

2 Songs between Waltzes (Yeats) 

med, pf 

GENERAL (A: Schirmer) 

RILEY, DENNIS: 

5 Songs on Japanese Haiku 

S, cl, cello, vin 

PETERS 

RIMSKY-KORSAKOV, NIKOLAI: 

4 Songs Op. 2; Op. 8 (EngFr) 
med, pf 

SCHIRMER 

RINGGER, ROLF URS: 

Vier Lieder auf chinesische Texte 
S, fl, bcl, tmb, harp, cel, vIn, cello, 
bvl 

MODERN 

Vier Lieder auf japanische Lyrik 
S, cl, hn, harp, vin, via, bvl 

MODERN 

RIVIER, JEAN: 

8 Poems of Apollinaire 
high, pf 

SALABERT 

4 Poems of Rene Chalupt 
med, pf 

SALABERT 

3 Poems (Gallon) 

med-high, pf 

SALABERT 

3 Poems (Gilson) 

Mez/Bar, pf 

SALABERT 

3 Poems (Ronsard; Marot) 
med, pf 


ROCCA, LUDOVICO: 

8 Cantilene su Testi d'Oriente Vol 1 
and 2 (ItFrGerEng) 
med-high, pf 

BONG lOVANN 1 (A: Belwin) 
Quattro Melopee su Epigrammi 
Sepolcrali Greci Vol 1 and 2 (It) 
med-high, pf 

BONGIOVANNI (A: Belwin) 
ROCHBERG, GEORGE: 

11 Songs 
Mez, pf 

PRESSER 

Fantasies for Soprano and Piano 
(Rochberg) (diff) (4) 

S, pf 

PRESSER 

4 Songs of Solomon 
high, pf 

PRESSER 

Sacred Songs of Reconciliation 

Bar, fl, ob, bsn, hn, tmb, perc, 2 pf, 
stgs 

PRESSER 

Songs in Praise of Krishna 
S, pf 

PRESSER 

2 Songs from "Tableaux" 
high, pf 

PRESSER 

RODRIGO, JOAQUIN: 

Cantos de amor y de guerra 
med, pf 

UME (A: Associated); 

CHESTER (A: Magna) 
Con Antonio Machado 
med/low, pf 

UME (A; Associated) 
4 Madrigales Amatorios 
high, pf; low, pf 

UME (A: Associated); 

CHESTER (A: Magna) 
2 Canciones para Cantar a los Ninos 
med-low, pf 

UME (A: Associated) 

Dos Poemas 
med, pf/fl 

UME (A: Associated) 

2 Villancicos 

med, pf 

UME (A: Associated) 

Folias Canarias 
med. pf/gtr 

UME (A: Associated) 

3 Spanish Carols (EngSp) 

med, gtr/pf 


SALABERT 


SCHOTT (A: E-A) 
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12 Spanish Songs (SpEng) 
med, pf 

SCHOTT (A: E-A) 

ROE, BETTY: 

Jazz Songs (2) 

S, bvl 

YORKE (A; Galaxy) 
ROETSCHER, KONRAD: 

6 Lieder nach schottischen Texten (Ger) 
S. 4fl 

BOTE (A: Associated) 
4 Sonnets of Louise Labe Op. 24 (Ger) 

S, pf 

BOTE (A: Associated) 

ROGET, HENRIETTE: 

4 Ballades Frangaises de Paul Fort 

med-high, pf/instr 

LEDUC (A; Pressed 

ROLAND-MANUEL 

Delie object de plus haulte vertu (3) 
med, pf 

DURAND (A; Presser) 
Farizade au Sourire de Rose (7) 
med. pf 

DURAND (A: Presser) 

2 Rondels (1362) 

med, pf 

DURAND (A: Presser) 

ROLDAN, AMADEO: 

Motives de Son (8) 

high. 2 ob. 2 tpt, bongo, maracas, 
claves, cincerra, stgs 

PRESSER 

ROMERO, A.: 

3 Canciones 

high, pf 

UME (A: Associated) 
RONALD, SIR lANDON: 

5 Canzonets 

low, pf; med. pf; high, pf 

ASHDOWN (A: Boosey) 

5 Songs (A cycle of life) 

low, pf; med, pf; high, pf 

ASHDOWN (A: Boosey) 

4 Songs of the Hill 

high, pf; low, pf 

ASHDOWN (A: Boosey) 

6 Love Songs 

high, pf 

ENOCH (A: Associated) 
Songs of Springtime 

high, pf; med, pf; low, pf 

ASHDOWN (A: Boosey) 

Vignettes (4) 
med, pf 

ENOCH (A; Associated) 


RONNEFELD, PETER: 

5 Lieder im Herbst 
high, pf 

MODERN 

4 Wiegenlieder 

S. fl 

MODERN 

2 Lieder zur Pauke 
A, fl, 4 timp 

MODERN 

RONTGEN, JOHANNES: 

Drei Lieder 

S, pf 

ALSBACH (A: Peters) 
Drie Redolze Duetten 
SA, fl, cl, pf 

DONEMUS (A: Peters) 

5 Lieder 

S, pf 

ALSBACH (A: Peters) 
2 Songs from Stefan Zweig 
S, fl. via 

ALSBACH (A; Peters) 

ROOS, ROBERT DE: 

5 Quatrains von Fr. Jammes (Series I, 

II) (Fr) 
high, pf 

DONEMUS (A: Peters) 
Monologen aus jeremias von Stefan 
Zweig 

male vc, pf 

DONEMUS (A: Peters) 

7 Kerstliederen 

S, pf 

DONEMUS (A: Peters) 

2 Lieder 

Bar, fl, ob, cl, cel, pf, 1-4 via, 1-4 
celli 

DONEMUS (A: Peters) 


ROPARTZ, JOSEPH GUY: 

Le Reve sur le Sable (Guerin) (5) 
high/med-high, pf 

DURAND (A: Presser) 
Les Hcures Propices (3) (Mercier) (not a 
cycle) 

med, pf/instr 

DURAND (A: Presser) 

4 Poemes 
med, pf 

RECPUB 


2 Songs (Fr) 
high, pf 


SALABERT 


ROREM, NED: 

Ariel (Plath) 

S, pf, cl 

BOOSEY 
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ROREM, NED:(contU) 

Cycle of Holy Songs (4) 
high, pf 

SOUTHERN PEER 

5 Poems of Walt Whitman 
med, pf 

BOOSEY 

Flight from Heaven (Herrick) 

B, pf 

MERCURY (A: Pressed 

4 Dialogues (O'Hara) 

Mez/T, 2 pf 

BOOSEY 

4 Poems of Tennyson 
med-high, pf 

BOOSEY 

4 Songs 

med-high, pf 

SCHIRMER EC 

14 Songs on American Poetry 
med, pf 

PETERS 

From an Unknown Past (7) 
med-high, pf 

SOUTHERN PEER 

Gloria 
SMez, pf 

BOOSEY 

Hearing (Koch) (6) 

med-low, pf (also stgs) 

BOOSEY 

King Midas (Moss) 

ST, pf 

BOOSEY 

Last Poems of Wallace Stevens (24 

min) 

high, cello, pf 

BOOSEY 

Poemes pour la Paix 
med, pf/stgs 

BOOSEY 

Poems of Love and the Rain 
Mez, pf 

BOOSEY 

Serenade (5) (Eng poems) 
med, vln, via, pf 

BOOSEY 

6 Irish Poems 
med, pf/orch 

SOUTHERN PEER 

6 Songs for High Voice 
high, pf/instr 

PETERS 

Some T rees 

SMez BBar, pf 

BOOSEY 

Sun (8) 

high, pf (also orch) 


3 Poems of Demetrios Capetanakis 

T, pf 

BOOSEY 

3 Poems of Paul Goodman 


med, pf 

BOOSEY 

2 Poems of Theodore Roethke 

med, pf 

BOOSEY 

War Scenes (Whitman) 


med-low, pf 

BOOSEY 

Women's Voices (11) 


S, pf 

BOOSEY 


ROSELIUS, LUDWIG: 

8 Lieder im Volkston Op. 21 
med, pf 

BOTE (A: Associated) 
3 heitere Lieder Op. 14 
high, pf 

BOTE (A: Associated) 

3 Lieder Op. 13 
high, pf; low, pf 

BOTE (A: Associated) 
3 Lieder aus Lilofee Op. 17 
(Hausmann) 
med low, pf 

BOTE (A: Associated) 
3 Lieder der Andacht Op. 15 
low, pf 

BOTE (A: Associated) 
2 Ballads Op. 19 (Cer) 
high, pf; low, pf 

BOTE (A: Associated) 
Stunden einer Liebe Op. 20 (songs and 
duets) 

S, Bar, pf; SBar, pf 

BOTE (A; Associated) 

ROSENTHAL, MANUEL 

Chansons de Monsieur Bleu 

Mez, fl, ob, cl, bsn, hn, sax, harp, 
timp, perc, harmonium, stgs 

JO BERT (A: Pressed 

2 Sonnets de Jean Cassou 

S, fl, ob, cl, bsn, hn, harp, timp, stgs 
JO BERT (A: Pressed 
6 Chansons Coloniales 

S, fl, ob, cl, bsn, hn, tpt, perc, stgs 
JOBERT 

3 Chants de Femmes Berberes 

SA, pf 

JOBERT (A: Pressed 

ROSSEAU, NORBERT: 

24 Vocalises Dodecaphoniques 
med, pf 


BOOSEY 


CBDM (A: Elkan H) 
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ROSSELLINI, RENZO: 

4 Liriche 

B-Bar, pf (L.H. only) 

RICORD! (A; Schirmer) 

ROSSI, SALAMONE: (ca. 1570-1630) 
n Primo Libro delle Canzonette a Tre 
Voci di S. Rossi (ItHeb) 
medmed-iow, pf 

ISRAELI (A: Broude) 
ROSSINI, GIOACCHINO: 

La Regata Veneziana (3) 
med-high, pf 

RICORDl (A; Schirmer) 
Petite Messe Solomnelle 
SATB, pf, harmonium 

ed. Tomelleri TRANSAT 
(A; Presser) 

Serate Musicali (Book 1; 8 Ariettas) 
high, pf 

RICORDl (A: Schirmer) 
ROUSE, CHRISTOPHER: 

3 Songs after Edgar Allen Poe 
S, pf 

ACA 


ROUSSEL, ALBERT: 

Deux Idylles (de Lisle) (Op. 44) 
high, pf (also instr) 

DURAND (A: Presser) 
Deux Melodies Op. 50 (Chalupt) 
high, pf 

DURAND (A: Presser) 
Deux Poemes Chinois Op. 47 (FrEng) 

1 med, 1 high, pf (also instr) 

DURAND (A; Presser) 
Deux Poemes de Ronsard Op. 26 
1 med, 1 high, fl 

DURAND (A: Presser) 
Odes Anacr^ntiques Op. 31, 32 
(de Lisle) 

Bar, pf (also instr) 

DURAND (A; Presser) 

6 Melodies 
high, pf/instr 

DURAND (A; Presser) 
ROVSING OLSEN, PAUL 

Schicksaislieder von Holderin (4) Op. 

28 

high, fl, cl, vin, via, cello, bvl 

FOG (A: Peters) 


ROWLEY, ALEC: 

3 Mystical Songs 
high, pf 


BOOSEY 


RUBENSTEIN, ANTON: 

18 Vocal Duets (Cer) Op. 48. 67 
SA, pf 

PETERS 

12 Duets Op. 48 
SA, pf 

HANSEN (A: Magna) 

RUBIN, MARCEL 

Dorfbilder (6) 
med, pf 

DOBLINGER (A: Associated) 

Nocturnes (7) 

Bar, pf 

DOBLINGER (A: Associated) 

6 Lieder nach Gedichten von Goethe 
high, pf 

BREITKOPF W (A; Associated) 


RUDHYAR, DANE: 

3 Invocations (Bailey) 
med. pf 


ACA 


RUYNEMAN, DANIEL 

Ancient Greek Songs (4) 
low/med, pf 

DONEMUS (A: Peters) 
Chineesche Liederen (4) 
med/high, pf 

ALSBACH (A: Peters) 

Cinq Melodies 
med, pf 

DONEMUS (A: Peters) 
Drei Persische Lieder 
high, pf 

DONEMUS (A: Peters) 
7 Melodies (Vol 1 and 2) (Eng) 
med, pf 

DONEMUS (A: Peters) 
Trois Chansons de Maquisards Con- 
damnes 

A/Bar, pf (also orch) 

DONEMUS (A: Peters) 

3 Melodies (Fr) 
med, pf 

ALSBACH (A: Peters) 

Vier Liederen 
high, pf 

ALSBACH (A: Peters) 
Vier Oud-Nederlandsche Liederen 
med-high, pf 

ALSBACH (A: Peters) 


RYELANDT, JOSEPH: 

Trois Invocations (Op. 121) (Ryelandt) 


S, pf 


CBDM (A: Elkan H) 
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SAENZ, PEDRO: 

Tres Canciones (Sp) 
med, pf 

RICORDI BA (A: Schirmer) 
SAGUER, LOUIS: 

Trois Poemes de Louis Parrot 
med, pf 

JOBERT (A; Presser) 
SAINT-SAENS, CAMILLE: 

Douze Chants 

high, pf; med, pf (also instr) 

DURAND (A: Presser) 

12 Duos 

var vcs, instr/pf 

DURAND (A: Presser) 

15 Songs (FrEng) 
med, pf 

SCHIRMER 

Melodies Persanes Op. 26 (Renaud) (6) 

(CerEngFr) 

(3) Contr, (3) T, pf 

DURAND (A; Presser) 

Vingt Melodies et Duos Vol. I and II 
S, contr. Bar, T, pf (also Instr) 

DURAND (A: Presser) 
SALAS, JUAN ORREGA: 

Canciones Castellanas (SwedEng) 
high, chamb grp 

CHESTER (A: Magna) 

Canciones en tres movimientos Op. 12 
S, stqt 

INST EXT MUS 

Cantos di Adventimiento Op. 25 
S, cello 

INST EXT MUS 

2 Canciones 
S, pf 

INST EXT MUS 

El Alba del Alheli (SpEng) 
high, pf 

SOUTHERN PEER 

Carden Songs Op. 47 (5) 

S, fl, via, harp 

SOUTHERN PEER 

SALLINEN, AULIS: 

4 Dream Songs 
S, pf 

FAZER 

SALMHOFER, FRANZ: 

Heiteres Herbarium 
high/med, pf 

DOBLINGER (A: Associated) 

4 Songs Op. 5 
med, pf 


SALOMON, KAREL 

Two Songs of Faith (medieval poets) 
high, pf 

ISRAELI (A: Broude) 

SALVADOR, M.: 

Canciones de Nana y desvelo 
med/high, pf 

UME (A; Associated) 

SAMINSKY, lAZARE: 

Litanies of Women (5) 

Mez, pf 

SALABERT 

Songs of Three Queens Op. 25 
high, pf 

FISCHER C 

2 Songs of Sueskind von Timberg Op. 

35 

high, pf 

PRESSER 

SANDI, LUIS: 

Cuatro Canciones de Amor 
med-high, pf 

SOUTHERN PEER 

4 Poemas de Tu-Fu 
S, pf 

SOUTHERN PEER 

Diez Haiku (Tablada) (SpEng) 
high, pf 

SOUTHERN PEER 

SANDOVAL, MIGUEL 

Cantos de Espafia 
med, pf 

COLOMBO (A: Bel win) 

6 Spanish Songs 
med, pf 

COLOMBO (A: Belwin) 

SANTOLIQUIDO, FRANCESCO: 

3 Poesie Persiane Vol. I, II, III 

high, pf 

FORLIVESl (A: Belwin) 

SANTORO, CLAUDIO: 

Dos Canciones (Port) 
med, pf 

SOUTHERN PEER 

SAPIEYEVSKI, JERZY 

Love Songs (Lindbergh) 

S, stqt, perc, fl 

MERCURY (A: Presser) 

SARGON, S.: 

Patterns in Blue 
med, cl, pf 

BOOSEY 


UNIVERSAL (A: E-A) 
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SAS, ANDRES: 

Cuatro Melodias Peruanas 
med-high, pf 

SOUTHERN PEER 
Seis Cantos Indies del Peru 
med, pf 

RICORDI BA (A: Schirmer) 

SATIE, ERIK: 

Ludions (Fargue) (5) 
med, pf 

SALABERT 

4 Petites Melodies 
med, pf 

ESCHIG (A: Associated) 
3 Other Songs (Fr) 
high, pf 

SALABERT 

3 Songs (1886) (Fr) 
high, pf 

SALABERT 

3 Melodies (1916) 
high, pf 

SALABERT 

3 Poemes d'Amour 
med, pf 

SALABERT 

SATRA, ANTONIN: 

Canzonette e Ballate 
T, pf 

ARTIA (A: Magna) 

SAUGUET, HENRI: 

Cirque (Copperie) (5) 
high, pf 

ROUART (A: Salabert) 
2 Poemes de Shakespeare 
med, pf 

JOBERT (A: Presser) 

La Voyante (scene) 

S, pf (also orch) 

L'OISEAU 

Les Animaux et les Hommes (Eluard) 

(9) 

med, pf 

JOBERT (A: Presser) 
Les Caprices de Marianne 
med-high, pf 

AMPHION (A: E-A) 
L'espace du dedans (Michaux) (3) 

Bar, acap 

ESCHIG (A; Associated) 
Les Penitents aux Maillots Roses 
Uacob) (5) 
high, pf 

HEUGEL (A: Presser) 
Mouvements du Coeur (Hommage a 
Chopin) (Vilmorin) (7) 

B, pf 


4 Melodies sur des Poemes de Schiller 
(Fr) 

high, pf 

ROUART (A: Salabert) 
6 Melodies sur des Poemes Symbolistes 
med, pf 

AMPHION (A: E-A) 
6 Sonnets de Louise Labe 
S, pf 

SALABERT 

Visions Infernales (Jacob) (13 min) 
Bar/B-bar, pf 

HEUGEL (A; Presser) 

SAVIONI, MARIO: 

6 Cantatas (Early Music Series Vol. 3) 
var (1-3) ves, instr 

ed. Geiringer PRESSER 

SCARLATTI, ALESSANDRO: 

5 Songs 

high, pf 

ed. Moriarty ROW (A; Fischer C) 
Quattro Cantate (ItEng) 
med-high, pf 

ed. Tintori RICORDI (A; Schirmer) 
Ten Arias for High Voice and Piano 
high, pf 

ed. Robinson SCHIRMER 

Tres Arias (It) 
med, pf 

ed. Parisotti 
RICORDI BA 
(A: Schirmer) 

SCARLATTI, DOMENICO: 

Acht Arien der Thetis 
S, instr, cont 

FMA (A: Peters) 
Drei Arien der Deidamia 
Mez, 1-3 vin, cont 

FMA (A: Peters) 

5 Songs 

high, pf; med, pf 

FISCHER C 

Funf Arien der Antiope 

S. instr, cont 

FMA (A: Peters) 
Sieben Arien des Achilles 

T, instr, cont 

FMA (A: Peters) 
Songs for Med Voice (ItEng) 
med, pf 

ROW (A: Fischer C) 
Zwei Ariend des Lykomedes 
bar, vIn, via, cont 

FMA (A: Peters) 

SCELSI, CIACINTO: 

Tre Canti 
med, pf 


HEUGEL (A; Presser) 


SANTIS 
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SCHAFER, R. MURRAY: 

5 Studies on texts by Prudentius 
$, 4fl 

BERANDOL 

Minnelieder, Love Songs from the 
Medieval German 
Mez, 5 ww 

BERANDOL 

Requiems for the Party Girl 
Mez, 9 instr 

BERANDOL 

SCHAFMEISTER, HELEN: 

3 Songs 
med, pf 

SEESAW 

SCHAPORIN, YURI: 

Romanzen und Lieder Vol I, II 
(RussFrEng) 
var vcs, pf 

SIKORSKl (A: Associated) 

SCHEIN, JOHANN HERMAN: (1586-1630) 
Collected Works (reprint of Breitkopf 
Edition) Vol 1-7 

var instr and vocal combos 

ed. Pruefer UNIV MUS ED 
8 Chorale Settings 
SS/TT, pf 

ed. Lenel CONCORDIA 
3 Choralkonzerte (med easy) 

SSTB, cont 

ed. Doormann 
BARENREITER (A; Magna) 
6 Choralkonzerte (med diff) 
medmed, cont 

ed. Doormann 
BARENREITER (A; Magna) 

SCHILLING, M. VON: 

Freude soli in deinen Werken sein Op. 

16 

high, pf 

BOTE (A; Associated) 
The Witch Song (melodrama) 
narr, pf 

BOTE (A: Associated) 

SCHIPPER, DIRK: 

5 Songs 
high, pf 

DONEMUS (A: Peters) 

SCHISKE, KARL 

Drei Lieder Op. 19 
high, pf 

DOBLINCER (A: Associated) 
Zwei Lieder Op. 12 
high, pf 

DOBLINCER (A; Associated) 


SCHLIONSKY, VERDINA: 

Images Palestiniennes Vol II (HebFr) 
med, pf 

SALABERT 

SCHMID, REINHOLD: 

Die zehn neuen Friedellieder Vol 1-3 
Bar, pf 

DOBLINCER (A; Associated) 
10 Madchenlieder nach Ukrainischen 
Volksweisen 
S, ob, pf 

DOBLINCER (A: Associated) 

SCHMIT, CAMILLE: 

Psautier (3 Psalms) (Flouquet) 

#1: med, cl, bsn, pf; 

#2: med, ob/enghn, pf; 

#3: med, pf 

CBDM (A: Elkan H) 

SCHMITT, FLORENT: 

Invocation pour la fete d'Aristote Op. 

71 #1 (3) 

Bar, 10 stgs/pf 

DURAND (A: Pressed 
4 Monocantes Op. 115 

high, fl, vin, via, cello, harp 

DURAND (A: Pressed 
4 Poemes de Ronsard Op. 100 (not a 
cycle) 

high, pf/instr 

DURAND (A: Pressed 

3 Chants Op. 98 
med, pf/instr 

DURAND (A; Pressed 

3 Duos Op. 136 
highmed, pf 

DURAND (A: Pressed 
3 Liturgies Joyeuses 
SATB, acap/org 

DURAND (A: Pressed 
3 Melodies Op. 4 (FrEng) 
med, pf/instr 

DURAND (A: Pressed 
3 Poemes de Robert Granzo Op. 118 
high, pf/instr 

DURAND (A; Pressed 

3 Trios Op. 99 
SMezContr, pf 

DURAND (A: Pressed 

SCHOECK, OTTMAR: 

Ausgewahlte Lieder und Cesange Vol 1 
(9), Vol 2 (10), Vol 3 (9) 

high, pf; med, pf; low, pf 

BREITKOPF W (A: Associated) 
BREITKOPF L (A: Broude) 

Das stille Leuchten Op. 60 
med, pf 


UNIVERSAL (A: E-A) 
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Das Wandsbecker Liederbuch Op. 52 
med, pf 

UNIVERSAL (A: E-A) 
Der Sanger Op. 51 (Leuthold) Vol 1,2 
high, pf 

UNIVERSAL (A: E-A) 

3 Lieder 

var (1-2) vcs, pf 

HUG (A; Peters) 

5 Venezianische Epigramme (Goethe) 
high, pf 

SCHOTT (A; E-A) 

Lieder (WESTOSTLICHES DIVAN) Op. 
19b (Goethe) (13) 
med, pf 

BREITKOPF W (A; Associated) 
Lieder nach Gedichten von Goethe Op. 
19z (8) 

med, pf; high, pf 

BREITKOPF W (A; Associated) 
Lieder nach Gedichten von Lenau, 
Hebbel, Kehmel, Spitteler 
med, pf 

BREITKOPF W (A; Associated) 
Lieder nach Gedichten von Spitteler, 
Gamper, Hesse, Keller Op. 14b 
high, pf 

BREITKOPF W (A; Associated) 
Lieder nach Gedichten von Uhland 
und Eichendorff 
med, pf 

BREITKOPF W (A: Associated) 
Nachhall (Lenau, Claudius) Op. 70 (12) 
(30 min) 

med, pf/orch 

UNIVERSAL (A: E-A) 

Songs (Vol. 1-3) 

high, pf; med, pf; low, pf 

BREITKOPF W (A: Associated) 
Spielmannweisen (Leuthold) 
high, pf/harp 

UNIVERSAL (A: E-A) 
Unter Sternen Op. 54 Vol 1, 2 (KELLER) 
( 22 ) 

med, pf 

UNIVERSAL (A; E-A) 

14 Lieder Op. 20 
med, pf 

BREITKOPF W (A: Associated) 
10 Lieder nach Gedichten von Her¬ 
mann Hesse Op. 44 
med-high, pf 

BREITKOPF W (A: Associated) 
12 Eichendorff Lieder Op. 30 
low, pf 

BREITKOPF W (A; Associated) 
12 Hafis Lieder Op. 33 
med, pf 

BREITKOPF W (A; Associated) 


SCHOEMAKER, MAURICE: 

Mere (Careme) (7) 
med, pf 

CBDM (A: Elkan H) 
Suite Sylvestre (Bernier) 
med, pf 

CBDM (A; Elkan H) 

SCHOENBACH, DIETER: 

Lyric Songs 
mez, 2 pf 

PETERS 

SCHOENBERG, ARNOLD: 

8 Songs Op. 6 

med, pf; high, pf 

UNIVERSAL (A; Belmont) 
15 Poems from 'The Book of the 
Hanging Gardens" Op. 15 (George) 

(Ger) 

high, pf 

UNIVERSAL (A; Belmont) 
4 German Folk Songs 
med, pf 

PETERS 

4 Songs Op. 2 

med, pf; high, pf 

UNIVERSAL (A: Belmont) 

Gurrelieder (4) 
med, pf 

UNIVERSAL (A: Belmont) 
Herzgewachse Lieder Op. 20 
high S, harp, cel, harmonium 

UNIVERSAL (A: Belmont) 

6 Songs Op. 3 
med, pf 

UNIVERSAL (A; Belmont) 

3 Songs Op. 48 (Haringer) (6 min) 
low, pf 

BOMART 

2 Songs Op. 1 
Bar, pf 

UNIVERSAL (A: Belmont) 

2 Songs Op. 10 
high, pf 

UNIVERSAL (A: Belmont) 

2 Songs Op. 12 

#1 high; #2 bar; both pf 

UNIVERSAL (A: Belmont) 

2 Songs Op. 14 

med, pf; high, pf 

UNIVERSAL (A: Belmont) 

SCHOLLUM, ROBERT: 

Alltag der Augen Op. 37 (7) 
med, pf 

DOBLINGER (A: Associated) 

3 Weihnachtsgesange 

med female, 3 stgs 

DOBLINGER (A: Associated) 
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SCHOLIUM, ROBERT: (cont'd.) 

Lieder aus dem Wunderhorn Op. 12 
high, pf 

DOBLINGER (A: Associated) 
Zwei Hymnen Op. 53 
A, pf 

OSTER (A; Associated) 

SCHOLZ, ERWIN CHRISTIAN: 

Kinderreime Op. 64 

s, pf 

DOBLINGER (A: Associated) 
SCHOUWMAN, HANS: 

4 Samenzangen 

SA, pf 

WAGENAAR (A; Elkan H) 
SCHRAMM, HAROLD: 

Songs of Tayumanovar 
S, fl 

PRESSER 

SCHREKER, FRANZ: 

8 Lieder Bk I and 11 
med, pf 

UNIVERSAL (A: E-A) 

5 Lieder Op. 4 

high, pf 

UNIVERSAL (A: E-A) 
Tod eines Kindes Op. 5 (2) 
med, pf 

UNIVERSAL (A: E-A) 
SCHROEDER, HERMANN: 

3 Weihnachtslieder 
high, pf 

SCHOTTS (A: E-A) 

6 Weihnachtslieder 

2 med/2 female, pf/org 

SCHOTTS (A: E-A) 

SCHUBERT, FRANZ: 

Ausgewahite Lieder 

Book 1; Die schone Mullerin; 

Book 2: Winterreise; 

Book 3: Goethe Songs 
high, pf; med, pf 

ed. Durr 

BARENREITER/HENLE (A; Magna) 
Cinquante Melodies Choisies (Fr) 
high, pf; low, pf 

BILLAUDOT (A: Presser) 
Complete Song Cycles (GerEng) 
all vcs, pf 

ed. Mandyczewski 
UNIV MUS EDiDOVER 
Complete Songs of Schubert (Vol 1-28 
original keys, pf 

KALMUS 


Complete Works (Vol 1-21) 

various instr and vocal combos 

UNIV MUS ED 

Die schone Mullerin 
high, pf 

PETERS 

high, pf; low, pf 

KALMUS (A: Belwin] 
high, pf; med, pf 

UNIVERSAL (A: E-A) 
high, pf; med, pf; low, pf 

ed. Kagen INTERNATL 
high, pf; low, pf 

SCHIRMER 

Die schone Mullerin (Book1 

AUSGEWAHLTE LIEDER) 
high, pf; med, pf 

BARENREITER/HENLE 
(A: Magna) 

Die schone Mullerin 

high, pf; med, pf; low, pf 

ed. Kagen INTERNATL; PETERS 

50 Additional Songs (EngCer) 


high, pf; low, pf 

PRESSER 

50 Songs (EngCer) 


high, pf; low, pf 

PRESSER 

52 Selected Songs (Ger) 


A/B, pf 

PETERS 


First Vocal Album (GerEng) 
high, pf; low, pf 

SCHIRMER 

15 Lieder (GerSp) 
med, pf 

ed. Leuchter 
RICORDI BA (A: Schirmer) 
Geistliche Arien Vol I, II 
high, pf 

ed. Pfannhauser 
DOBLINGER (A: Associated) 
Goethe Lieder (Book 3 
AUSGEWAHLTE LIEDER) 
high, pf; med, pf 

BARENREITER/HENLE 
(A: Magna) 

Lieder 
med, gtr 

ed. Domandl 
SCHAUER (A: Associated) 
Lieder-Auswahl 
high, pf 

SCHOTTS (A: E-A) 

Lieder Band 6 
med, pf 

ed. Durr 

BARENREITER (A: Magna) 
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Lieder Band 7 
var vcs, pf 

ed. Durr 

BARENREITER (A: Magna) 
Metzler's Masterpieces Vol 1-4 (6 each) 
Vol 1: S, pf; Vol 2: Contr/Mez; Vol 
3: T, pf; Vol 4: Bar/B 

ed. Klein; Kreuz 
CRAMER (A: Brodt) 
PART SONGS (see Voice with other 
Voices) 

Schubert-Album 

Vol 1: high, pf; med, pf; low, pf; 
very low, pf 

Vol 2; high, pf, med, pf; low, pf 

Vol 3: high, pf; med, pf; low, pf 

Vol 4: original keys 

Vol 5: original keys 

Vol 6: original keys 

Vol 7: original keys 

ed. Friedlander PETERS 
Schubert Lieder Band I 
high, pf; med, pf 

ed. Ruckauf 
UNIVERSAL (A: E-A) 

Schwanengesang 

see: Complete Song Cycles 
UNIV MUS ED 

Complete Works Vol 17 KALMUS 
Complete Songs UNIV MUS ED 
Schwanengesang 

high, pf; med, pf; low, pf 

PETERS 

Songs by Schubert (EngCer) 
med, gtr 

ed. Duarte BERBEN (A: Presser) 
30 Melodies (GerFr) 

low, pf; med, pf; high, pf 

DURAND (A: Presser) 
25 Selected Songs (Cer) 

Bar/B, pf 

PETERS 

24 Favorite Songs 
high, pf; low, pf 

SCHIRMER 

200 Songs Vol I, II, III 
high, pf; low, pf 

ed. Kagen INTERNATL 
Winterrelse (Book 2 AUSGEWAHLTE 
LIEDER) 

high, pf; med, pf 

ed. Durr 

BARENREITER/HENLE (A: Magna) 
WInterreise 

high, pf; med, pf; low, pf 

PETERS; ed. Kagen INTERNATL 


SCHULLER, GUNTHER: 

6 Renaissance Lyrics 
T, 7 instr 

ASSOCIATED (A: Schirmer) 
SCHUMANN, ROBERT: 

50 Melodies Choisies (GerFr) 
high and med, pf 

DURAND (A: Presser) 
Complete Songs of Schumann (Vol 1-B) 
var vcs, pf 

KALMUS 

Complete Works (reprints of 
BREITKOPF Edition) 

var instr and vocal combos 

UNIV MUS ED 
Dichterliebe Op. 48 (Eng) 
med-high, pf 

ELKIN (A: Novell©); 

DURAND (A; Presser) 
Dichterliebe Op. 48 

high, pf; low, pf; med, pf 

INTERNATL 

30 Ausgewahite Lieder 

high, pf; med, pf; low, pf 

ed. Friedlander PETERS 
85 Songs (GerEng)- 
high, pf 

ed. Kagen INTERNATL 
50 Songs (EngGer) 
high, pf; low, pf 

PRESSER 

Frauenliebe und Leben Op. 42 (GerFr) 
med. pf 

DURAND (A: Presser) 
Frauenliebe und Leben Op. 42 
high, pf; low, pf 

KALMUS 

Frauenliebe und Leben Op. 42 (GerEng) 
high, pf; low, pf 

SCHIRMER 

Frauenliebe und Leben Op. 42 
high, pf; low, pf 

INTERNATL 

Gedichte der Konigin Maria Stuart Op. 
135 (from Vol III) 
med high, pf 

PETERS 

Heinrich Heine Lieder (from Vol III) 
high, pf; low, pf 

PETERS 

Lieder (Op. 37, 39, 40, 42, 45, 48, 49, 

51, 53) (GerFr) 
med, pf 

BREITKOPF L (A: Broude) 
Lieder-Auswahl 
high, pf; low, pf 


SCHOTTS (A: E-A) 
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SCHUMANN, ROBERT: (cont'd.) 

Liederkreis Op. 39 
high, pf; low, pf 

ed. Kagen INTERNATL 
Liederkreis Op. 39 
med-high, pf 

UNIVERSAL (A; E-A); 
SCHIRMER; PETERS 
MetzIeKs Masterpieces 

Vol 5: S, pf; Vol 6; Contr/Mez, pf; 
Vol 7: T, pf; Vol 8: Bar/B, pf 

ed. Klein; Kreuz 
CRAMER (A: Brodt) 
Myrthen Op. 25 (Ger) 
med-high, pf 

SCHIRMER, INTERNATL, 
PETERS, DURAND (A: Presser); 

UNIVERSAL (A: E-A) 

90 Songs (CerEng) 
low, pf 

ed. Kagen INTERNATL 
PART SONGS (See Voice with Other 
Voices) 

SchumanrvAlbum 

Vol 1; high, pf; med, pf; low, pf 
Vol II; high, pf; med, pf; low, pf 
Vol 111: high, pf; med, pf; low, pf 
(opt harp) 

6 Songs for Medium Voice 
med, pf 

NOVELLO 

25 Melodies Celebres (Ger) 
high and med, pf 

DURAND (A: Presser) 
Vocal Album (GerEng) 
high, pf; low, pf 

SCHIRMER 

12 Lieder (GerSp) 
med, pf 

RlCORDl BA (A: Schirmer) 
SCHURMANN, GERHARD: 

Chuench'i (from the Chinese) 

S, pf/orch 

NOVELLO 

SCHVEITZER, M.: 

5 Coplas Andalouses (SpFr) 
high, pf 

ESCHIG (A; Associated) 
SCHWARZ-SCHILLING, REIN HOLD: 

Der wandernde Musikant (Eichendorff) 
(diff) 

Bar, pf 

BARENREITER (A: Magna) 
Drei geistliche Lieder 
med, org (also 3 stgs) 

BARENREITER (A: Magna) 


Drei Lieder nach Cedichten von 
Eichendorff 
Bar/A, pf 

BARENREITER (A: Magna) 
SCHWICKERT, GUSTAV: 

5 Lieder Op. 14z 

med, fl, ob, 2 cl, bsn, hn, stgs 

RIES (A; Peters) 

SCIAMMARELLA, VALDO: 

Romancillos de la Colonia (Sp) (5) 
med, pf 

RlCORDl BA (A; Schirmer) 
SCUDERI, GASPARE: 

6 Liriche 

high, pf 

BONGIOVANNI (A: Belwin) 
SEAMARKS, COLIN: 

6 Mehitabel Magpies (med diff) 

S, bvl 

YORKE (A; Galaxy) 

SEARLE, HUMPHREY: 

Counting the Beats Op. 40 
high, pf 

FABER (A; Schirmer) 
3 Songs of Jocelyn Brooke Op. 25 
high, pf 

FABER (A: Schirmer) 
SEEGER, RUTH CRAWFORD: 

3 Songs for Contralto (Sandburg) 

Contr, ob, perc, pf 

ME RION (A: Presser) 

SEGERSTAM, LIEF: 

7 Rote Augenblicke (SwedCer) 

high, pf 

FAZER 

3 Leaves of Grass (Whitman) 
high, pf 

WEINBERGER 
(A: Boosey; Associated) 

SECOND, PIERRE: 

3 Melodies 

Bar, pf 

DURAND (A; Presser) 

SEIBER, MATYAS: 

4 French Folksongs (Fr) 

S, pf (also stgs) 

SCHOTT (A: E-A) 

4 Greek Folk Songs 
S/T, pf (also stgs) 

BOOSEY 

3 Morgenstern Lieder 
high, cl 


UNIVERSAL (A: E-A) 
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4 Old French Songs (FrEng) 
med, gtr 

FABER (A; Schirmer) 

SEMEGEN, DARIA: 

Lieder auf der Flucht (3) 

S, fl, cl, hn, pf, 2 perc, vibra, vin, 
cello 

ACA 

SEMINI, CARLO: 

Tre Poemi di Hermann Hesse 
Mez, fl, cl, via, cello, pf/pf 

CURCl 

SHAFFER, JEANNE: 

Boats and Candles (8) 


med, pf/(stgs, fl) 

OFC 

4 Songs from John 


high, pf/stqt 

OFC 

Joy (4) (Blake) 


high, pf 

OFC 


Rainbow Rhymes (Waite) (Children's 
Rhymes) (14) 
med, pf 


OFC 

The Fragile Chain (4) 
high, pf/(fl, stgs) 

OFC 

SHAPEY, RALPH: 

Walking Upright Songs 
S, vIn 

PRESSER 

SHEINKMAN, M.: 

5 Lieder (Cer) 
med, pf 

BOTE (A: Associated) 

SHIELDS, ALICE: 

Wildcat Songs 
lyric S, picc 

ACA 

SHIFRIN, SEYMOUR: 

Satires of Circumstance (Hardy) (3) 

S, fl, vIn, cl, cello, bvl, pf 

PETERS 

SHOSTAKOVICH, DMITRI: 

5 Romances Op. 98 (Fr) 

Bar, pf 

CHANT (A: Belwin) 

4 Romances Op. 62 (English poetry) 

Bar, pf 

BARENREITER (A; Magna) 

11 Chants Hebraiques Op. 79 (Fr) 

SAT, pf 

CHANT (A: Belwin) 


Romanzen-Suite Op. 127 
S, vin, cello, pf 

DEUTSCHER (A; Broude) 
7 Melodies pour chant (Fr) 

S, vin, cello, pf 

CHANT (A; Belwin) 
6 Romances Op. 62 (RussEng) 

Bar, pf 

ed. Hellmundt 
DEUTSCHER (A: Broude) 
Song Cycle (Jewish Folk Poetry) (11) 
(Cer) Op. 79 
SAT, pf 

PETERS 

4 Romances Op. 46 (GerRuss) 
low, pf 

ed Friedlander PETERS 
4 Monologues Op. 91 (RussCer) 
low, pf 

ed. Friedlander PETERS 
Vocalwerke (Op. 46, 62, 79, 91, 98,100, 
109) (Russ) 
var vcs, pf 

SIKORSKI (A: Associated) 
Vocal Works (Edition 3) (Russ) 
var vcs, pf 

MEZ KNICA 


SHOTT, MICHAEL 

Prompted by Love 
S, pf 


AMC 


SIBELIUS, JEAN: 

Drei Hymnische GesSnge (Cer) 

#1: med, cello; 

#2: med, harp/pf; 

#3; med, org 

LIENAU (A; Peters) 
Drei Lieder Op. 36 (EngGerSwed) 
med-high, pf 

BREITKOPF W (A; Associated) 
8 Songs Op. 57 (Ger) 
high, pf 

LIENAU (A: Peters) 
5 Songs (Book I) Op. 37 (EngFrCer) 

S. pf 

BREITKOPF W (A: Associated) 

5 Songs (Ryaberg) Op. 38 (SwedCer) 

med, pf 

BREITKOPF W (A; Associated) 
15 Ausgewahite Lieder (GerEngSwed) 
high, pf; low, pf 

BREITKOPF W (A; Associated) 

6 Songs Op. 36 (SwedCerEng) 

med, pf 

BREITKOPF W (A: Associated) 
6 Songs (Book II) (Cer) 
med, pf 

BREITKOPF W (A; Associated) 
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SIBELIUS, JEAN:(confd.) 

6 Songs (Book 111) (SwedFinn) Op. 86 
high, pf 

FAZER; HANSEN (A: Magna) 
6 Songs Op. 50 (EngCer) 
low, pf 

LIENAU (A: Peters) 
6 Songs Op. 88 (SwedGer) 
med-high, pf 

BREITKOPF W (A; Associated) 
6 Songs Op. 90 (Runeberg) 
high, pf 

FAZER 

Sju Sanger Op. 17 #4, 6, 7 

#4 (med, pf; low, pf) #6 (high, pf; 
med, pf) #7 (high, pf; low, pf) 

FAZER; 
BREITKOPF W 
(A: Associated) 

2 Songs Op. 1 (Xmas) 
med-high, pf 

BREITKOPF W (A; Associated) 
2 Songs Op. 60 (TWELFTH NIGHT) 
med-high, pf 

BREITKOPF W (A: Associated) 

SIEGEL, OTTO: 

Gesange nach P. Sturmbusch Op. 10 
med, pf 

DOBLINGER (A: Associated) 
Lieder nach R. Capri Op. 40 
med, pf 

DOBLINGER (A: Associated) 

4 Lieder 

med-high, pf 

DOBLINGER (A: Associated) 

2 Gesange (Fischer-Colbrie) 

B, pf 

KRENN 

SIEGMEISTER, ELIE: 

American Legends (6) 
med, pf 

MARKS (A: Belwin) 
Madam to You (7) (Hughes) (diff) 

S/Mez, pf 

PETERS 

SIMON, MONISE-MARIE 

Chansons de Phillippe Soupault (4) 
med, pf 

AMPHION (A: E-A) 

SIMONIS, JEAN-MARIE: 

3 Lagu Dolanan Op. 20 #1 (Indonesian 
folk) 

S, perc 

CBDM (A: Elkan H) 


SIMONS, NETTY: 

Songs for Jenny 

med high, bvl, pf w amplifier 

ME R ION (A; Pressed 

Songs for Wendy 
med, via 

MERION (A: Pressed 

3 Songs (Morley) 

Mez, pf 

ACA 

SIMS, EZRA: 

7 Spencer Lieder 
high, pf 

ACA 

3 Haiku 

Mez, castanets, table 

ACA 

SINDING, CHRISTIAN: 

Balladen und Lieder Op. 107 
med, pf 

BREITKOPF L (A; Broude) 
SINGER, JEANNE: 

A Cycle of Love (4) 

s. pf 

BRANCH 

American Indian Song Suite (4) 
all vcs, pf 

AMC 

Summons 
Bar/Mez, pf 

BRANCH 

SINIGAGLIA, LEONE: 

24 Vecchie Canzoni Populari del 
Piemonte 
S/T, pf 

RICORDI (A: Schirmer) 
SIXT, JOHANN ABRAHAM: (1757-1797) 

12 Lieder 
med, pf 

ed. Fischer BOTE (A: Associated) 

SKORZENY, FRITZ: 

3 Lieder 

med, pf 

DOBLINGER (A: Associated) 
Kinderlieder (Morgenstern) 
med, pf 

DOBLINGER (A: Associated) 

4 Lieder (Vol 1-3) 

med-low, pf 

DOBLINGER (A: Associated) 

SLEZAK, PAVEL 

Tri Pisne 

High female vc, pf; low female vc, 
pf, cym, sax, bvl 


CZECH 
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SLOMINSKY, NICOLAS: 

Garden Songs (3) 
med, pf 

WHITE SMITH; AMC 
Gravestone at Hancock, N.H. (6) 
high, pf 

AXELROD; AMC 

3 Songs 

med-high, pf 

AMC 

SMETANA, BEDRICH: 

Abendlieder (Halek) (CzechGerEng] (5) 
med, pf 

BARENREITER (A; Magna) 
Lieder (CzechGer) 
high, pf 

ART IA (A; Magna) 

SMIT, LEO: 

4 Motets (Eng) 

med, (2 fl, vln)/(2 S rec, 1 Treb rec) 
BROUDE 

La Mort (3) 

SA, pf 

DONEMUS (A; Peters) 

SMITH, HALE: 

The Valley Wind 
Mez, pf 

MARKS (A; Belwin) 

3 Songs (Hughes) 
high, pf 

MARKS (A; Belwin) 

SMITH, LEIAND: 

3 Pacifist Songs 
med, pf 

ACA 

SMITH, JULIA: 

3 Love Songs 

high, pf; med, pf; low, pf 

PRESSER: AMC 

SMOUNOFF, MICHAEL 

4 Haiku Songs 

S, pf 

SEESAW 

SOLER, JOSEP: 

2 Songs (from ST. PAUL) 

Bar, pf 

SOUTHERN PEER 
SOMERS, HARRY STEWART: 

5 Songs for Dark Voice 

A, pf 

BERANDOL 

12 Miniatures 
S/Mez, 3 instr 


SOWERBY, LEO: 

Edge of Dreams (6) 
med, pf 

BELWIN 

SOURIS, ANDRE: 

Comptines pour Enfants Sinistres 
SMez, 3 instr 

ZERBONI (A; Boosey) 

SPIES, CLAUDIO: 

5 Sonnet-Settings 

SATB, pf 

OFC 

3 Songs on Poems by May Swenson 
S, pf 

OFC 

SPINNER, LEOPOLD: 

Lieder Op. 8 (Nietzsche) (5) 
high, pf 

BOOSEY 

SPOHR, LUDWIG (LOUIS): 

6 German Songs Op. 103 

high, cl, pf 

BARENREITER (A: Magna) 
6 Songs for Baritone Op. 154 
Bar, vin 

BARENREITER (A: Magna) 
STAEMPHLI, EDWARD: 

Tagebuch aus Israel 
A, vIn, cello, cl 

ISRAELI (A: Broude) 
STANFORD, CHARLES VILLIER: 

Irish Idyll in 6 Miniatures 
low, pf 

BOOSEY 

STARER, ROBERT: 

2 Hebrew Songs (Goldberg) (6 min) 
med, pf 

ISRAELI (A; Broude) 

2 Sacred Songs (8 min) 

med-high, pf (also instr) 

SOUTHERN PEER 

STAROMIEYSKI, J.: 

3 Arien 

S/A/Bar, vIn, cont 

FMA (A: Peters) 

2 Fragmente (sacred) 

S (vin, cello, cem)/(2 vin) 

FMA (A: Peters) 

STEARNS, PETER: 

5 Lyrics (Gibran) 

S, fl, via 

ACA 


BERANDOL 
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STEARNS, PETER: (cont'd.) 


3 Love Songs 

S, cl, bcl, tpt, tmb, harp, vln, via, 
cello 



ACA 

3 Sacred Songs 


S, ob, hn, cello 

ACA 

Whitman Cycle IV 


S, pf 

ACA 

STEFFENS, WALTER: 



Neue Gleichnisse Op. 3b (3) 

S, fl, cl, via 

BREITKOPF W (A; Associated) 
Oboe Songs Op. 9 
A/Bar/B, ob 

BREITKOPF W (A: Associated) 
4 Sonette an Orpheus Op. 26d (Rilke) 
med, pf 

BOTE (A; Associated) 


STENHAMMAR, WILHELM: 

4 Stockholm Poems Op. 38 (Swed) 
high, kybd 

NORDISKA (A: Magna) 
7 Poems from Ensamhetens Tankar 
Op. 7 (Swed) 
med, kybd 

NORDISKA (A: Magna) 
STERNBERG, ERICH; 

Mein Volk (Lasku-Schuler) (5) 

S/T, pf 

BOOSEY 

My People (HebEngCer) 

S/T, pf 

ISR MUS INST (A: Boosey) 
String Quartet #1 
Mez, stqt 

ISRAELI (A; Broude) 
The Distant Flute (3) 

S/contr/Bar, fl 

ISR MUS INST (A: Boosey) 


STEHMAN, JACQUES: 

Rimes Enfantines (Verite) (6) 

T, pf 

CBDM (A: Elkan H) 

STEINER, GITTA: 

Cantos 1975 
med, vibra 

SEESAW 

4 Songs for Medium Voice and 

Vibraphone 
med, vibra 

SEESAW 

4 Songs 
S, pf 

SEESAW 

Interludes for Voice and Vibraphone 
S, vibra 

SEESAW 

New Poems for Voice and Vibraphone 
med, vibra 

SEESAW 

3 Poems for Voice and 2 Percussion 
med, 2 perc 

SEESAW 

3 Songs for Voice and Piano 
S, pf 

SEESAW 

2 Songs for Voice and Piano 

S,pf 

SEESAW 


STEINKE, GREG: 

3 Sonnets 
S, fl, stgs 


STEVENS, HALSEY: 

4 Chansons Populaires du Canada 
med, pf 

ACA 

3 Japanese Folk Songs 
med, vln, cello, pf 

ACA 

3 Songs from Mother Goose 
med, pf 

ACA 

Troubadour Songs 
med, pf 

ACA 

2 English Folk Songs 
med, pf 

ACA 

2 Shakespeare Songs 

Mez, fl, cl 

ACA 

STILL, WILLIAM GRANT: 

Songs of Separation (5) 
high, pf 

LEEDS (A: Belwin); AMC 
STOCKHAUSEN, KARLHEINZ: 

3 Lieder for Alto 

A, chamb orch 

UNIVERSAL (A: E-A) 

STOKER, RICHARD: 

Aspects One in Three 
med, pf 

PETERS 

Music That Brings Sweet Sleep 
high, pf 


SEESAW 


PETERS 


Song Cycles, Sets, and Collections 


515 


STOUT, ALAN: 

8 Poems from the Japanese 
high, pf 

ACA 

George Lieder (Ger) 

Bar, fl, pic, ob, Enghn, cl, bcl, bsn, 
cbsn, hn, 2 tpt, tmb, 3 perc, harp, 
pf, cel, stgs 

PETERS 

3 Whitman Songs 
Bar, pf 

ACA 

STRADELLA, ALLESSANDRO: 

Forza d'Amore Paterna (7 arias; 1 recit) 
high, pf 

COLUMBO (A; Belwin) 
STRAUSS, RICHARD: 

Acht Lieder Op. 10 

med, pf; low, pf; high, pf 

UNIVERSAL (A: E-A) 

Drei Lieder Op. 29 

high, pf; med, pf; low, pf 

UNIVERSAL (A: E-A) 

Enoch Arden Op. 38 
narr, pf 

PETERS 

5 Songs Op. 39 (CerEngFr) 
med, pf; low, pf 

FORBERC (A: Peters) 

5 Songs Op. 48 (EngGer) 
high, pf; med, pf 

BOOSEY 

5 Songs for Medium Voice Op. 15 
med, pf 

SCHAUER (A; Associated) 

4 Songs Op. 27 

low, pf; med, pf; high, pf 

UNIVERSAL (A; E-A) 

4 Songs Op. 47 

high, pf 

BOOSEY 

5 Cesange des Orients Op. 77 

(CerEngFr) 

T,pf 

LEUCKART (A: Associated) 

40 Songs (EngGer) 
low, pf 

PRESSER 

Funf kleine Lieder Op. 69 
high, pf 

BOOSEY 

Funf Lieder Op. 32 
low, pf 

UNIVERSAL (A: E-A) 

Kramerspiegel Op. 66 (12) 
high, pf 


Lieder of Richard Strauss (Vol I: Op. 
1041; Vol II; Op. 43^; Vol III: Op. 
6088) 

original keys, pf 

ed. Trenner BOOSEY 
Liederbander (Vol I; II; III; IV) (CerEng) 
(43) 

high, pf; med, pf; low, pf 

UNIVERSAL (A. E-A) 
Madchenblumen Op. 22 (Dahn) (4) 
high, pf 

BOOSEY 

Opus 67 #46 (Book II) 
high, pf 

BOTE (A; Associated) 
Opus 87 (Ruckert) (3) 

B, pf 

UNIVERSAL (A: E-A) 

6 Lieder Op. 37 

high, pf 

UNIVERSAL (A: E-A) 

7 Songs Op. 49 (Dehmel, Panizza, etc) 
(EngGer) 

high, pf 

BOOSEY 

6 Songs after Poems by G. Brentano 
Op. 68 
high, pf 

BOOSEY 

6 Songs for High Voice Op. 17 
(GerEng) 
high, pf 

SCHIRMER 

30 Songs (GerEng) 

high, pf; med, pf; low, pf 

ed. Kagen INTERNATL 
3 Hymns by HdIderlin Op. 71 (Ger) ‘ 
high, pf 

PETERS 

3 Love Songs (EngGer) 
med, pf 

PETERS 

3 Ophelia Songs Op. 67 (Book 1) 
high, pf 

BOTE (A: Associated) 
Three Songs Op. 31 (EngGer) 
med, pf (Dehmel, Busse) 

BOOSEY 

3 Songs Op. 46 (Ruckert) 
high, pf 

BOOSEY 

2 Songs Op. 44 (Ger) 
low, pf 

FORBERG (A: Peters) 

2 Songs for Bass Op. 51 (EngGer) 

B, pf 


BOOSEY 


BOOSEY 
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STRAUSS, RICHARD: (cont'd.) 

4 Letzte Lieder 
high, pf/orch 

BOOSEY 

STRAVINSKY, IGOR: 

Berceuses du Chat (4) (RussFr) 
med-low, kybd/3 cl 

CHESTER (A; Magna) 
Chansons Plaisantes (4) (RussFr) 

S, pf/8 instr 

CHESTER (A: Magna) 
Chants Russes (4) (RussFr) 
high, pf 

CHESTER (A; Magna) 
4 Songs for High Voice (RussFr) 
high, fl, harp, gtr 

CHESTER (A: Magna) 
Le Faune et la Bergere Op. 2 (Pushkin) 
(RussFrCer) (3) 

high/med, pf/chamb grp 

CHESTER (A; Magna); 

BOOSEY; BELAIEFF (A: Peters) 
3 Songs of Shakespeare 
Mez, (via, fl, cl)/pf 

BOOSEY 

3 Histoires pour Enfants (RussFr) 
med, kybd 

CHESTER (A: Magna) 
3 Petites Chansons, Souvenir de mon 
Enfance 

med, pf/orch 

BOOSEY 

2 Poems and 3 Japanese Lyrics 
(RussFrCerEng) 
high VC, pf/instr 

BOOSEY 

2 Songs Op. 6 (Gorodetzky) (EngFr) 
female vc, pf 

BOOSEY 

STRAVINSKY, SOU LIMA: 

Chantefables (10 Children's Songs) 

(T ruff ert) 
med, pf 

PETERS 

STRILKO, ANTHONY: 

Songs from MARKINGS (D. Ham- 
marskjbld) 

high, pf; med, pf 

MERCURY (A; Presser) 

STROBACH, SIEGFRIED: 

Bruder Liederbuch (4) 

Bar, pf 

BREITKOPF W (A; Associated) 
Halunkensongs 

Bar, pf (also instr) 

BREITKOPF W (A; Associated) 


4 Kleine Weihnachtslieder 
med, pf 

BREITKOPF W (A: Associated) 
STRUTSCHEVSKY, JOACHIM: 

Hassidic Tunes 
med, pf 

ISR MUS INST (A: Boosey) 

9 Art Songs 
all vcs, pf 

OR-TAV 

2 Sephardic Prayers 
all vcs, pf 

OR-TAV 

SUBIRA, JOSE: 

Spanish Songs of the 18th Century 

(SpEng) 
high, pf 

INTERNATL 


SUCHON, EUGEN: 

Lieder aus den Bergen 
high, pf 

UNIVERSAL (A: E-A) 

SURINACH, CARLOS: 

Flamenco Meditationes (Browning) (5) 
high, pf 

SCHIRMER 

4 Tonadillas for Voice and Small Or¬ 
chestra 

var vcs, chamb grp 

ed. Subira SOUTHERN PEER 

Prayers 
med, gtr 

SCHIRMER 

3 Songs of Spain (SpEng) 

S, pf 

SOUTHERN PEER 

3 Cantares (de Vega) 
high, pf 

BELWIN 

Romance Oraci6n y Saeta (Morals and 
Maxims by St. Teresa) 
high, pf 

BELWIN 


SUTER, ROBERT: 

Musikalisches Tagebuch #1 

A, ob, bsn, via, vin, cello, bvl 

MODERN 

Musikalisches Tagebush #2 

Bar, fl, cl, bcl, hn, vln, via, cello 

MODERN 


SUTERMEISTER, HEINRICH: 

4 Lieder nach Texten Schweigerischer 
Minnesanger 

Bar, pf/(fl, ob, bsn, cemb, vln) 

SCHOTTS (A: E-A) 
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4 Lieder nach Schubart, Klopstock, 
Weise, und Gunther 
high, pf 

SCHOTTS (A: Belwin) 
SUTHERLAND, MARGARET: 

4 Blake Songs 
med, pf 

ALBERT (A: Belwin) 
SVEINBJORNSSON, SVEINBJORN: 

Seven Songs 
med, pf 

ICELAND (A: Elkan H) 

Six Songs 
med, pf 

ICELAND (A: Elkan H) 
SWANSON, HOWARD: 

A Negro Speaks of Rivers (cycle) 
med, pf 

WEINTRB(A: Music Sales) 
4 Preludes (Eliot) 
med, pf/stgs 

WEINTRB(A; Music Sales); AMC 
Songs for Patricia 
high/s, stgs 

WEINTRB (A: Music Sales); AMC 

SWEELINCK, JAN PIETERSZOON: 
(1562-1621) 

Collected Works Vol 1-10 (reprint of 
Breitkopf Edition) 

var (2-8) vcs, acap/instr 

UNIV MUS ED 

Rimes Fran^aises et Italiennes a deux 
Parties (med diff) 

SA, org 

ed. Hinnenthal 
BARENREITER (A: Magna) 

SYDEMAN, WILLIAM: 

A Spider 
Bar, pf 

SCHIRMER EC 

4 Japanese Songs 
S, 2 vin 

SCHIRMER EC 

3 Songs after Emily Dickinson 
S/T, cello 

SCHIRMER EC 
3 Songs on Elizabethan Texts 
S/T, fl 

SCHIRMER EC 

Upon Julia's Clothes 
Bar, pf 

SCHIRMER EC; AMC 
SZYMANOWSKI, KAROL 

Bunte Lieder Op. 22 (5) (CerPol) 
high, pf 


Chants de Kurpie Vol 2. 3 
S/T, pf 

POLSKIE PWM(A: Belwin) 
Children's Rhymes Op. 49 (3 sets) 
female vc, pf 

UNIVERSAL (A; E-A) 
Das Grab des Hafis (GerPolFr) 

T, pf 

UNIVERSAL (A: E-A) 
Des Hafis Liebeslieder Op. 24 (Hafiz) 

(6) (PolGer) 

S, pf 

UNIVERSAL (A; E-A) 
4 Songs Op. 54 (Joyce) (EngPol) 

S/T, pf 

UNIVERSAL (A: E-A); 

PWM POLSKIE (A: Belwin) 
Piesni Polskie (Folksongs arr. 
Szymanowski) 
narr, pf 

POLSKIE PWM (A; Belwin) 
Songs of the Crazy Muezzin Op. 42 (6) 
(PolFrGer) 
high, pf 

UNIVERSAL (A; E-A) 
3 Berceuses Op. 48 (GerPolFr) 
female vc, pf 

UNIVERSAL (A: E-A) 

TAL, MARJO: 

8 Engelman-Songs 
med, pf 

DONEMUS (A: Peters) 
7 Canciones Espagnoles 
med, pf 

DONEMUS (A: Peters) 

TALLIS, THOMAS: 

15 Anthems (Vol 1, 2) 
var (5-7) vcs, acap 

KALMUS (A; Belwin) 
19 Anthems (vol 1-4) 
var (3-6) vcs, acap 

KALMUS (A; Belwin) 

16 Cantiones Sacrae (Vol 1, 2) 
trebdescantcounterTTB, acap 

KALMUS (A: Belwin) 

TALMA, LOUISE: 

Terra de France 
S, pf 

LIBE C 

TANENBAUM, ELIAS: 

Cygnology 

S, fl, cl, pf, stgs 

ACA 

Fantasies of a Prisoner 

Bar, fl, cl, tpt, B tmb, harp, perc, 
vIn, cello 


UNIVERSAL (A: E-A) 


ACA 
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TANNENBAUM, ELIAS: (confd.) 

Images 

female vc, pf, perc, elec tape 

ACA 

TANSMAN, ALEXANDER: 

5 Melodies 

med, pf 

ESCHIG (A: Associated) 

6 Songs 

high, pf 

ESCHIG (A; Associated) 
8 Melodies Japonaises (FrPol) 
med-high, pf 

ESCHIG (A; Associated) 

TARRAGO, G.: 

Canciones Espafiolas del Renacimien- 
to 

med, pf/gtr 

UME (A: Associated) 
Canciones Populares Espanolas 
med, pf/gtr 

UME (A: Associated) 

2 Villancicos Navidenos 

med, gtr 

UME (A: Associated) 

TATE, PHYLLIS: 

Apparitions (med diff) 

med, 4 stgs, pf, harmonica 

OXFORD 

3 Chansons Tristes (med diff) 

high, gtr 

OXFORD 

2 Ballads (med diff) 

Mez, gtr 

OXFORD 

TAUSINGER, JAN: 

Am Himmel skizzierte Lieder 
S, fl, bcl, vibra, perc, pf 

ART IA (A: Magna; Boosey) 
Konstellationen Zykius 
S, pf/instr 

CZECH 

TAVENER, JOHN: 

3 Holy Sonnets of John Donne 

Bar, chamb grp 

CHESTER (A: Magna) 

3 Surrealist Songs 

Mez, pf, elec tape, bongos 

CHESTER (A: Magna) 

TAYLOR, CLIFFORD: 

4 Li riche (from MATT 1 NO 
DOMENICALE) (sacred) 

med, A sax, pf 

ACA 


2 Songs Op. 5 (Sandburg) 
S/T, cl, pf 


ACA 


TAYLOR DEEMS: 

The City of joy (cycle) Op. 9 (Towne) 
med, pf 

DITSON (A: Pressed 
TCHAIKOVSKY, PETER I.: 

40 Songs (EngFrCer) 
high, pf; low, pf 

PRESSER 

Romanzen und Lieder (Vol 1-4) 
all vcs, pf 

SIKORSKI (A; Associated) 
Selected Romances (Russ) 
high, pf 

MEZ KNIGA 

Selected Songs (20) 

high, pf; med, pf; low, pf 

PETERS 

Songs for Children (Pleschchev) Op. 54 

( 16 ) 

med, pf 

SCHAUER (A: Associated) 

TCHEREPNIN, ALEXANDER: 

2 Melodies 
high, pf 

DURAND (A: Pressed 
7 Songs on Chinese Poems Op. 71 
(ChinEngRuss) 
med, pf 

BELAIEFF (A: Peters) 
Sieben chinesische Volkslieder Op. 95 
low, pf 

CERIC (A: Belwin) 

6 Melodies 
med-high, pf 

DURAND (A: Pressed 

2 Songs (Eng) 
high, kybd 

CHESTER (A: Magna) 

TEED, ROY: 

2 Songs 

med, kybd 

CHESTER (A: Magna) 
TELEMANN, GEORG PHILIPP: 

Ausgewahlte Lieder (sacred) 

VC, kybd, opt cello 

CONCORDIA 

Ausgewahlte Lieder (sacred) 
var vcs, cont 

KISTNER (A: Concordia) 
Lieder und Arien (med diff) (5 with 
cont.; 2 with vin obblig; 1 duet) 
high, cont 

ed. Degen 

BARENRE1TER(A: Magna] 
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6 Arien aus dem harmonischen Gottes- 
dienst 

high, S rec, cont 

HANSSLER (A; Peters) 

TERNf, ENRICO: 

2 Liriche 
S/T, pf 

SANTIS 

THOMAS, ALAN: 

5 Landscapes (cycle) (Eliot) 
high, pf 

PRESSER 

THOMAS, J. M.: 

4 Canciones Populares Mallorquinas 

med, gtr 

UME (A; Associated) 

THOMAS, KURT: 

Drei Abendlieder nach Worten von 
Wolfram Brockmeier 
med, pf 

BREITKOPF W (A; Associated) 

5 Lieder fur tiefe Singstimme Op. 34 

low, kybd/3 stgs 

BREITKOPF L (A; Broude) 

5 Lieder nach Gedichten aus Wolfram 
Brockmeier 
A, kybd/stgs 

BREITKOPF W (A: Associated) 
THOMASS, EUGEN: 

Klingsor-Lieder 
Bar, pf 

MODERN 

THOMSON, VIRGIL- 

Collected Poems for Soprano and Bass 
(Koch) 

SB, pf 

SOUTHERN PEER 

5 Phases from the Songs of Solomon 
S, perc 

AM MUS ED (A; Fischer C) 

4 Songs to Poems of Thomas Campion 
Mez, pf/(cl, via, harp) 

SOUTHERN PEER 
La Belle en Dormant (4) (FrEng) 
med, pf 

BOOSEY 

Mass for Solo Voice 
med, pf 

SCHIRMER 

Mostly about Love (Koch) (4) 
med-high, pf 

SCHIRMER 

Old English Songs 

S, pf 

CRAY (A: Bel win); AMC 


Old English Songs 
Bar, pf 

SOUTHERN PEER; AMC 

Praises and Prayers (5) 
med/high, pf 

SCHIRMER 

Stabat Mater (FrEng) 

S, stqt 

BOOSEY 

3 Estampes de Ninez (Reynas) (SpEng) 
med, pf 

SOUTHERN PEER 

2 By Marianne Moore 
med-high, pf 

SCHIRMER 

THORDARSON, SIGURDUR: 

Five Songs 
med-high, pf 

ICELAND 

Seven Songs 
med-high, pf 

ICELAND 

Three Songs 
med-high, pf 

ICELAND 

THORNE, FRANCIS: 

Nocturnes for Voice and Piano 
med, pf; high, pf 

GENERAL (A: Schirmer) 

Songs of the Great South Bay 

S, pf, 2 tri 

ACA 

THORODDSEN, EMIL 

10 Songs 
high, pf 

ICELAND 

11 Songs 
med, pf 

ICELAND 

TIPPETT, MICHAEL 

Boyhood's End (cantata) (Hudson) 

T, pf 

SCHOTTS (A; E-A) 

Songs for Achilles (EngGer) 

T, gtr 

SCHOTT (A: E-A) 

Songs for Ariel 
med, pf/hpscd 

SCHOTTS (A; E-A) 

The Heart's Assurance (Keyes) (5) (diff) 
high, pf 

SCHOTTS (A: E-A) 

TITTEL ERNST: 

Mystisches Triptychon Op. 23 
S/org 

DOBLINCER (A; Associated) 
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TOCH, ERNST: 

9 Songs Op. 41 (EngCer) 

S, pf 

SCHOTTS (A: E-A); ASSOCIATED 
(A: Schirmer/Associated) 
TOCCHI, GIAN LUCA: 

Canti di Strapaese 
high, pf 

COLOMBO (A; Belwin) 

TOGNI, CAMILLO: 

Preludes e Rondeaux 
Col S, pf 

ZERBONI (A; Boosey) 

Rondeaux per 10 
S, 9 instr 

ZERBONI (A: Boosey) 

Sei Notturni 

A, 4 instr 

ZERBONI (A: Boosey) 
TOLDRA, EDUARDO: 

A I'Onnbra del Liedoner (A la Sombra 
del Almez) (5) 
med-high, pf 

UME (A: Associated) 

6 Canciones 
med-high, pf 

UME (A: Associated) 

TOMAN, JOSEF: 

Liederzykius von der Liebe (Sladka) 
(Czech) 
med, pf 

CZECH 

TOMMASINI, VINCENZO: 

2 Liriche Sacre 

B, pf 

SANTIS 

TORREZ, S. P.: 

Musica Boliviana 
med, pf 

UME (A: Associated) 

TORROBA, F. M.: 

Canciones Espanolas (vol 1, 2) 
med-high, pf 

UME (A; Associated) 

TOSATTI, VIERI: 

3 Liriche Creche 

Mez, pf 

RICORDI (A; Schirmer) 
TOSTI, FRANCESCO PAOLO: 

4 Canzoni de Amaranta 

high, pf; med, pf 

RICORDI (A: Schirmer) 


TRAPP, MAX: 

3 Goethelieder Op. 38 (GerEngFr) 

high, pf 

LEUCKART (A: Associated) 

4 Lieder nach Goethe Op. 39 
(GerEngFr) 

med, pf 

LEUCKART (A: Associated) 

TRAVIS, ROY: 

Songs and Epilogues (Sappho) 

B, pf 

OXFORD; AMC 

TREDE, YNGRE JAN: 

5 Songs to Texts by Poul Borum (Dan) 

Mez, fl, via, pf 

EGTVED 

TREXLER, GEORG: 

5 Songs from Helmut Bartuschek 
high, pf 

BARENREITER (A: Magna) 

TRIMBLE, LESTER: 

4 Fragments from the Canterbury Tales 

S, fl, cl, hpscd 

PETERS 

Petit Concert 

med, vin, ob, hpscd 

PETERS 

TRUNK, RICHARD: 

5 Songs with Piano Op. 76 (CerEng) 

med-high, pf 

LEUCKART (A: Associated) 
4 Merry Songs Op. 63 (CerEng) 
high, pf 

LEUCKART (A: Associated) 

Idylls Op. 81 
S/B/SBar, pf 

LEUCKART (A: Associated) 

6 Lieder Op. 70 

med-high, pf 

LEUCKART (A: Associated) 

7 Christmas Songs Op. 61 (CerEng) 

high, pf 

LEUCKART (A; Associated) 

7 Eichendorff Lieder Op. 45 
med-high, pf 

LEUCKART (A: Associated) 

7 Lieder Op. 71 
med-low, pf 

LEUCKART (A: Associated) 
10 Deutscher Volkslieder Op. 72 
med-high, pf 

LEUCKART (A: Associated) 
TURINA, JOAQUIN: 

Canto a Sevilla Op. 37 (San Roman) (7) 

S, pf 


UME (A: Associated) 
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Dos Canciones 
high, pf 

UME (A: Associated) 
Poema en forma Canciones 
(Campoamor) (5) 
high, pf 

UME (A: Associated) 

Tres Arias 
high, pf 

UME (A; Associated) 
Tres Poemas Op. 81 
high, pf 

UME (A; Associated) 

Tres Sonetos 
high, pf 


Triptico 
high, pf 

TUROK, PAUL: 

3 Songs 
S, fl 


UME (A: Associated) 


UME (A: Associated) 


SEESAW 


ULEHLA, LUDMILLA: 

3 Sonnets from Shakespeare 
high, pf 

GENERAL (A; Schirmer) 

URAY, ERNST LUDWIG: 

5 Lieder 

med, pf 

DOBLINCER (A; Associated) 

6 Lieder 

med, pf 

UNIVERSAL (A: E-A) 

USSACHEVSKY, VLADIMIR: 

2 Autumn Songs (Rilke) 

S, pf 

ACA 

UTKIN, V.: 

In Granite Forever (Russ) 
med, pf 

MEZ KNIGA 

VALEK, JIRl: 

Cytri Pisne pro Baryton 
Bar, pf 

CZECH 

Sest Monologu o Lasce 
Mez, 4 stgs, harp, pf 

CZECH 

VALEN, FARTEIN: 

3 Songs (Ger) 

med-high, kybd 


NORSK (A: Magna) 


VAN DE VATE, NANCY: 

5 Somber Songs 
Mez, pf 

OFC 

VAN VACTOR, DAVID: 

3 Rimas for Voice 

S, pf 

new music ED (A: Presser); AMC 
VAUGHAN WILLIAMS, RALPH: 

Along the Field (Housman (8) 

T, vin 

OXFORD 

5 Mystical Songs (Herbert) 

Bar, pf 

STAINER (A; Galaxy) 

4 Hymns Set for Tenor 

T, pf, via 

BOOSEY 

4 Last Songs 
med, pf 

OXFORD 

On Wenlock's Edge 
T, pf, opt stqt 

BOOSEY 

6 Sonnets of Dante Gabriel Rossetti 
(House of Life) 

med/high, pf 

ASHDOWN; BOOSEY 

7 Songs from PILGRIM'S PROGRESS 
(pub separately) 

med, pf 

OXFORD 

Songs of Travel (Stevenson) 
high, pf; low, pf 

BOOSEY 

10 Songs of William Blake 
S/T, ob 

OXFORD 

3 Poems of Walt Whitman 
Bar, pf 

OXFORD 

3 Vocalises for High Soprano 

S, cl 

BOOSEY 

2 English Folksongs (easy) 

Bar, vIn 

OXFORD 

4 Poems by Shove (med diff) 

med, pf 

OXFORD 

VECCHi, ORAZIO: (1550-1605) 

Arie, Canzonette e Balli a 3, 4, 5 Voci 
con Liuto (Chilesotti) 
var (3-5) vcs, lute 

FORNl 


2 Songs Op. 39 (Ger) 
S, pf 



LYCHE (A; Peters) 
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VELLONES, PIERRE: 

Chansons d'amour de la Vieille Chine 
Op. 29 (3) 
high, pf 

DURAND (A: Presser) 

Cinq Epitaphes 
med, pf/orch 

SALABERT 

Fables de Florian (7) (Florian) (FrEng) 
high, pf/orch 

DURAND (A: Presser) 
Poeme de la Nature (Rimbaud) (2) 

Bar, pf 

DURAND (A: Presser) 

VENTADORN, BERNART DE: (ca. 1195) 

6 Songs in Provencal (med diff) 

S/T, vin/vla/rec 

ed. Wellesz OXFORD 

VERCOE, ELIZABETH: 

8 Riddles from Symphosius (trans. 
Wilbur) 

Mez, pf 

OFC 

VERDI, GIUSEPPE: 

Composizioni da Camera 
high, pf 

RICORDI (A; Schirmer) 
4 Pezzi Sacri (sacred) 

SSAA, acap 

RICORDI (A: Schirmer) 
3 Secular Cantatas (It) 
med, pf 

ZANIBON (A: Peters) 

VERESS, SAN DOR: 

Canti Ceremissi 
med, pf 

ZERBONI (A: Boosey) 

VERETTI, ANTONIO: 

Sei Stornelli 
Mez/Bar, pf 

RICORDI (A: Schirmer) 

VERHAAR, ARY: 

Kleine Suite (4) Op. 23 
S, pf/instr 

DONEMUS (A: Peters) 
Lieder aus Asien III Op. 11 (3) 

S, fl, cl, pf, stgs 

DONEMUS (A: Peters) 
3 Geisha Lieder, O-Sen 
A, fl, cl, pf, stgs 

DONEMUS (A: Peters) 
Von der Armuth Op. 24 (6) 

Bar, pf 

DONEMUS (A: Peters) 


VERMEULEN, MATTHIJS: 

3 Chants d'Amour 
Mez, pf 

DONEMUS (A: Peters) 
3 Salutations a Notre Dame 
S, pf 

DONEMUS (A: Peters) 

VIADANA, LODOVICO GROSSI DA: 
(1564-1645) 

3 geistliche Konzerte (Lat) 

B, cont; A, cont; S, cont 

ed. Ewerhart BIELER 

VIEU, JANE: 

Trois Tankas Japonais 
high, pf; low, pf 

ENOCH (A: Associated) 

VILLA LOBOS, HEITOR: 

Cancoes Tipicas Brasileiras (10) (Port) 
med, pf 

ESCHIC (A: Associated) 
Epigramas Ironicos e Sentimentais (8) 
(Port) 

med, pf 

NAPOLEAO (A: Eschig) 
Historietas (5) (Port) 
med, pf 

ESCHIC (A; Associated) 
Miniaturas (6) (Port) 
med, pf 

NAPOLEAO (A: Eschig) 
Modinhas e Cancoes (Vol I: (7); Vol 11: 
( 6 )) 

med-high, pf 

ESCHIG (A: Associated) 

Serestas (14) 
med, pf 

ESCHIC (A: Associated) 
Tres Poemas Indigenas 
med, pf/instr 

ESCHIC (A: Associated) 

VINTER, GILBERT: 

3 Poems 

med-high, pf 

CRAMER (A: Brodt) 

VIVALDI, ANTONIO: 

Arie per Contralto 
Contr, pf 

ed. Corghi RICORDI (A: Schirmer) 
2 Arie per Soprano (ERCOLE SUL TER- 
MODONTE) 

s, pf 

CARISCH (A: Boosey) 

4 Arias 

high, pf 


ed. Turchi INTERNATL 
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5 Arias 
high, pf 

ed. Kagen INTERNATL 

3 Secular Cantatas 

med, pf 

PETERS 

2 Arias 

med-low, pf 

ed. Kagen INTERNATL 
VIVARJNO, INNOCENTIO: 

4 geistliche Konzerte 

S/T, cont 

ed. Ewerhart BIELER 

VIVES, AMADEO: 

Canciones Epigramaticas 
med, pf 

ESCHIC (A: Associated) 
VLIJMEN, JAN VAN: 

Drie Morgensterliederen 
Mez, pf 

DONEMUS (A: Peters) 
VOLLERTHUN, GEORG: 

4 Lieder der Anmut Op. 24 

med, pf 

BOTE (A; Associated) 

VOORMOLEN, ALEXANDER: 

5 Dutch Poems 

S, pf 

ALBERSEN (A; Peters) 
4 Old Dutch Poems 
high, pf 

ALSBACH (A: Peters) 
Stanzas of Charles II 

Bar, fl, enghn, perc, cel, stgs 

DONEMUS (A: Peters) 

3 Poems of Rilke 

low, pf 

ALSBACH (A: Peters) 
3 Songs on British Verse (Eng) 

B-Bar, pf 

DONEMUS (A; Peters) 
3 Poemes de Rene Chalupt 
S, pf 

ALSBACH (A; Peters) 

VOORN, JOOP: 

3 Lucebert Songs 
S, pf 

DONEMUS (A: Peters) 

3 Vroman Songs 
Bar, pf 

DONEMUS (A: Peters) 
VREDENBURG, MAX: 

Drie Liederen 
high, pf 


VYCPALEK, LAD!SLAV: 

Lebensfeste Op. 8 (Dehmel) (4) 
med, pf 

ART IA (A; Magna) 

In Cottes Hut Op. 14 
high, pf 

ARTIA (A; Magna) 

WAGENAAR, BERNARD: 

3 Songs from the Chinese 
S, fl, harp, pf 

KALMUS (A: Belwin) 

WAGNER, JOSEPH: 

Sonata of Sonnets 
S, pf 

SOUTHERN PEER 

WAGNER, RICHARD: 

Deux Poemes 
S, pf 

DURAND (A: Presser) 

Wesendonck Lieder (5) 
high, pf 

SCHIRMER 

WAGNER-REGENY, RUDOLPH: 

Dahinter wird Stille (5) 
med, pf 

BOTE (A: Associated) 

WALDSTEIN, WILHELM: 

Elysium 
high, pf 

DOBLINCER (A: Associated) 


WALTON, WILLIAM: 

Anonymous in Love (6) (diff) 

T, gtr 

OXFORD 

A Song for the Lord Mayor's Table 
(diff) 

S, pf 

OXFORD 

3 Songs on Poems by Edith Sitwell 
high, pf 


OXFORD 


WALZER, L M.: 

Kirschblutenlieder 
high, pf 


UNIVERSAL (A: E-A) 


WARD, ROBERT: 

Sacred Songs for Pantheists (5) 

S, pf 

HIGHCATE (A: Galaxy) 

3 Songs (Jones) 
high, pf 

HIGHGATE (A: Galaxy) 


ALSBACH (A; Peters) 
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WARD-STEINMAN, DAVID: 

Fragments from Sappho 

S, fl, d, pf 

MARKS (A: Belwin) 
WARLOCK, PETER: (Philip Heseltine) 

Book of Songs (easy-med) 

Vol 1; med, pf; 

Vol 2: med, pf 

OXFORD 

The Curlew (Yeats) 

T, fl, enghn, stqt 

OXFORD 

Lillygay (5) 
high, pf 

CHESTER (A; Magna) 

Peterisms (3) 

L pf 

CHESTER (A: Magna) 

Saudades (3) 
med, pf 

CHESTER (A; Magna) 
Songs of Peter Warlock 
var vcs, pf 

BOOSEY 

13 Songs 
var vcs, pf 

GALLIARD (A: Galaxy) 
WARNER, THEODORE: 

Lieder on Poems by Seidel (10) 
med, pf 

BARENREITER (A: Magna) 
WARREN, ELINOR: 

Sonnets for Soprano and String 
Quartet 
S, stqt 

FISCHER C 

WARREN, RAYMOND: 

Songs of Old Age (Yeats) 
high, pf 

NOVELLO 

WATTS, WINTTER: 

Vignettes of Italy (9) 
high, pf 

DITSON (A: Presser) 

WEBBER, LLOYD: 

4 Bibulous Songs 

Bar, pf 

NOVELLO 

WEBER, BEN: 

5 Adelaide Crapsey Songs 

S, pf 

ACA 

Four Songs 
S/T, cello 

PRESSER 


The Ways 
S/T, pf 

ACA; BOMART 

3 Songs for Soprano and String 
Quartet Op. 48 (Dehmel, George, 

Rilke) 

S, stqt 

BOMART 

2 Songs Op. 63 (Mayhill) 
med, pf 

ACA; BOMART 
WEBER, CARL MARIA VON: 

Selected Songs (Ger) 
high, pf 

PETERS 

WEBERN, ANTON: 

Drei Lieder Op. 18 
high S, cl, gtr 

UNIVERSAL (A: E-A) 
Drei Lieder Op. 23 (Jone) 
med, pf 

UNIVERSAL (A: E-A) 
Drei Lieder Op. 25 (Jone) 
high, pf 

UNIVERSAL (A: E-A) 
8 Early Songs (GerEng) 
var vcs, pf 

FISCHER C 

5 Canons Op. 16 (Lat) 

S, cl, bcl 

UNIVERSAL (A: E-A) 
5 geistliche Lieder Op. 15 

S, vln, via, fl, cl, bcl, tpt, harp 

UNIVERSAL (A: E-A) 
5 Lieder Op. 3 (George) 
med, pf 

UNIVERSAL (A: E-A) 

5 Lieder Op. 4 (George) 

high, pf 

UNIVERSAL (A: E-A) 

4 Lieder Op. 12 
high, pf 

UNIVERSAL (A: E-A) 

4 Songs Op. 13 (GerEng) 

S, instr 

UNIVERSAL (A: E-A) 

6 Lieder nach Gedichten von G. TrakI 
Op. 14 

high, cl, bcl, vln, cello 

UNIVERSAL (A: E-A) 

5 Early Songs on Poems of Dehmel 

high, pf 

FISCHER C 

3 Folk Texts Op. 16 (GerEng) 
med, vln, via, cl, bcl 

UNIVERSAL (A; E-A) 
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WELLESZ, EGON:(cont'd.) 

6 George Lieder Op. 22 

Mez, pf 

UNIVERSAL (A: E-A) 

WEN CHUNG, CHOU: 

7 Poems of T'ang Dynasty 

T, 7 wind instr, perc 

PRESSER 


WERNICK, RICHARD: 

Haiku of Bashd 

S, fl, cl. vin, 2 perc, pf, bvl, tape 

PRESSER 


Moonsongs of the Japanese 
S, tape 

Songs of Remembrance 
Mez, ob (shawm, enghn) 


PRESSER 

PRESSER 


WESTERGAARD, PETER: 

Spring and Fall: To a Young Child 
(Hopkins) 
high, pf 

OFC 


WESTERMAN, G. VON: 

3 Lieder Op. 20 
low, 4 stgs 

BOTE (A: Associated) 
Landliche Wiesen Op. 22 (4) 
med, pf 

BOTE (A: Associated) 

6 Songs Op. 13 
med/low, pf 

BOTE (A; Associated) 
2 Christmas Songs Op. 19 
low, pf 

BOTE (A; Associated) 


WHITTENBERG, CHARLES: 

2 Dylan Thomas Songs 
S, fl, pf 


ACA 


WIDOR, CHARLES: 

40 Songs 
low, pf 

SCHIRMER 

WIEMER, WOLFGANG: 

5 Lieder (Brecht) 

Bar, pf 

BREITKOPF W (A: Associated) 

WIENER, JEAN: 

Les Chantefleurs 
med, pf 

SALABERT 


WILDGANZ, FRIEDRICH: 

3 Kammerlieder 
S, cl, vln, cello 

DOBLINGER (A: Associated) 

3 Klavierlieder 
high, pf 

DOBLINGER (A: Associated) 

Der Mystische Trompeter 
high, tpt, pf 

DOBLINGER (A: Associated) 

WILLIAMSON, MALCOLM: 

From a Child's Garden (Stevenson) (17 

min) 

high, pf 

BOOSEY 

North Country Songs (4) (9 min) 
med, pf/(2hns, perc, hpscd, stgs) 

BOOSEY 

6 English Lyrics (10 min) 
med, pf 

BOOSEY 

3 Shakespeare Songs 
high, gtr/pf 

BOOSEY 

Visions of Beasts and Gods (Barker) 
high, pf 

BOOSEY 


WIMBERGER, GERHARD: 

8 Chansons (Kastner) 
med, pf 

SCHOTT (A: E-A) 

WINHAM, GODFREY: 

To Prove My Love (Shakespeare Son¬ 
nets) (3) 

S, pf 

MOBART (A: BOMART) 
The Habit of Perfection 
S, stqt 

MOBART (A: BOMART) 


WINKLER, DAVID: 

3 Shakespeare Sonnets (8 min) 
S, pf 


BOMART 


WOLF, HUGO: 

Eichendorff Lieder (Vol 1, 2) (EngGer) 
med-high, pf 

PETERS; INTERNATL 

14 Sacred Songs 
high, org 

PETERS 

Goethe Songs (Vol 1-4) (EngGer) 
med-high, pf 

PETERS; INTERNATL 

Heine Lieder (Liederstrauss) 
med-high, pf 


PETERS 
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Italian Lyrics (Vol 1-3) (EngCer) 
med-high, pf 

PETERS; iNTERNATL 
Morike Lieder (Vol 1-4) (EngCer) 
high, pf 

PETERS; INTERNATL 
Spanish Lyrics (Vol 1-4) (EngCer) 

high, pf PETERS; INTERNATL 

3 Songs on Michelangelo Poems (Eng¬ 
Cer) 

PETERS; INTERNATL 

WOLFF, A: 

Mirages (Devennes) (3) 

DURAND 

WOLF-FERRARI, EMANUELE: 

4 Rispetti Op. 11 

high, pf; low. pf . 

SIMROCK (A; Associated) 

4 Rispetti Op. 12 

SIMROCK (A; Associated) 

WOLPE, STEFAN: 

2 Songs from Song of Songs 

HARCAIL 

WOLPERT, F. A.: 

4 Hafis Lieder 

med/high, pf . • 4 . 

BREITKOPF W (A: Associated) 

WOOD, CHARLES: 

5 Songs 

P' BOOSEY 

10 Songs 

BOOSEY 

WOOD, JOSEPH: 

3 Songs from the Hebrides 

P^ ACA 

WOODFORD-FINDEN, AMY: 

4 Indian Love Lyrics 

P^ BOOSEY 

WOOLEN, RUSSELL 

Suite for High Voice (Hopkins) 
high, pf 

3 Songs (Donne) 
med, pf 


3 Sonnets of Dubellay 
med, pf 

Willow Brook Suite 
med. pf 


ACA 


ACA 


WORK, HENRY CLAY: 

Songs 

P^ DACAPO 

WRJGHT, GEOFFREY: 

Cradle of Cats 

high, pf . ^ Y 

CHESTER (A: Magna) 

WYNER, YEHUDI: 

Psalms and Early Songs 

P^ associated 

(A; Schirmer/Associated) 

YANNAI, YEHUDA: 

Incantations for Medium Voice and 
Piano (Auden) 

P^ ACA 

VAN NATOS, JAMES: 

4 Songs (mini-cycle #1) (Robbins) 

high, pf 

4 Songs (Mini-cycle #2) (Cunningham) 

ACA 

3 Songs 
S/T, stqt 

YTTREHUS, ROLV: 

6 Haiku 

S, fl. harp, cello 

ACA 

ZAGWIJN, HENRI: 

Suite Negre 

Mez/Bar, ob, cl. bsn, hn, pt 

DONEMUS (A: Peters) 

ZAIMONT, JUDITH: 

Ages of Love (5) 

P^ ACA 

Chansons Nobles et Sentimentales (5) 
high, pf 

Coronach (5) 

P^ OFC 

Four Songs for Mezzo and Piano (cum- 
mings) 

Mez, pf 
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ZAIMONT, jUDITH; (conf d.) 

Greyed Sonnets (women poets) (5) 

s. pf 

GALAXY 

Songs of Innocence (Blake) (4) 

ST, fl, cello, harp 

OFC 

ZECHLIN, RUTH: 

7 Lieder (Goethe) 
med, pf 

BREITKOPF W (A: Associated) 
ZEIMS, HARRY: 

Der Palmgalgen (Morgenstern) 
med, pf 

BOTE (A; Associated) 

ZELTER, CARL FRIEDRICH: 

50 Lieder 
med, pf 

ed. Landshoff SCHOTTS (A; E-A) 
ZENDER, HANS: 

3 Rondels nach Mallarme 
S, fl, via 

BOTE (A; Associated) 
ZIERITZ, CRETE VON: 

Japanische Lieder (10) (trans. Enderling) 
high, pf 

BIELER 

ZIFFRIN, MARGARET: 

S, via, hpscd 

AMC 


Vergessene Weisen (Verlaine) 
high, pf 

BARENREITER (A: Magna) 

10 Lieder (Goethe) 
high, pf 

BARENREITER (A; Magna) 
ZIPP, FRIEDRICH: 

Hafis Lieder (5) 
med, pf 

CHESTER (A: Magna) 

Zwei Rilke-Lieder 
med, pf 

TONOS 

ZITO, VINCENT: 

3 Solo Madrigals (It) 

S, pf 

OFC 

3 Solo Madrigals (de Lentini) 

Bar, fl, cello, pf 

OFC 

3 Songs (cycle) (Turn a) 

S. pf 

OFC 


ZONN, PAUL 


3 Unaccompanied Folksongs (Crane) 
low, pf 


ACA 


ZUCKERMAN, MARK: 

Twilight Songs (Boffrey) (7 min) 
S, fl 


BOMART 


ZILCHER, HERMANN: 

Rokoko Suite Op. 65 
high, vin, cello, pf 

BREITKOPF W (A; Associated) 

Marienlieder Op. 52 
high, stqt 

BREITKOPF W (A; Associated) 
ZILLIG, WINIFRED: 

Lieder des Herbster (Rilke) 
low, pf 

BARENREITER (A: Magna) 


ZUR, MENACHEM: 

2 Sabbath Songs 
S, pf 


SEESAW 


ZWILICH, ELLEN TAAFE: 

Einsame Nacht (Hesse) (6) (diff) 
high Bar, pf 


OFC 
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A HERITAGE OF 20TH-CENTURY BRITISH 
SONG (Vo! 1, 2) 
var, vcs, pf 

BOOSEY 

A WILLIAMSBURG SONGBOOK 
(18th century) 
med, pf 

ed. Edmunds HOLT, RINEHART 
AND WINSTON; NYP LIBE 


ALBUM MODERNE 

vc, pf 

DURAND (A: Pressed 

ALBUM OF 14 FAMOUS CHRISTMAS 
CAROLS 

VC, pf 

LEONARD ENG (A: Brodt) 


ALBUM OF SACRED SONGS 

high, pf; low, pf 

SCHIRMER 


ALBUM OF SONGS (Stephen Foster) 

VC, pf 

ed. Milligan SCHIRMER 


ALBUM OF SONGS BY ISRAELI 
COMPOSERS Vol 1, 2 

VC, pf 


OR TAV 


ALBUM OF 10 SONGS BY RUSSIAN 
COMPOSERS (EngFrGer) 


high, pf; low, pf 


BOSTON 


ALBUM OF 25 FAVORITE SONGS FOR 
YOUNG GIRLS' VOICES 

VC, pf 

SCHIRMER 

ALTE MEISTER DES DEUTSCHEN LIED 
(46) (17th and 18th centuries) 

VC, pf 

ed. Moser PETERS 

ALTITALIENISCHE ARIEN FUR SOPRAN 

S, pf 

UNIVERSAL (A; E-A) 


ALT WIEN THEATER SONGS 
var vcs, pf 

UNIVERSAL (A: E-A) 

ALTE MEISTER DES BEL CANTO Vol 1, 2 

var vcs, pf 

ed. Landshoff PETERS 

AN ANTHOLOGY OF ELIZABETHAN 
LUTE SONGS, MADRIGALS, ROUNDS 
(Auden; Kallman) 

1-2 vcs, pf/acap 

ed. Greenberg NORTON 

AN ANTHOLOGY OF ENGLISH 
MEDIEVAL AND RENAISSANCE VOCAL 
MUSIC 

1-6 vcs, acap 

ed. Greenberg NORTON 

ANTHOLOGY OF ART SONGS BY BLACK 
AMERICAN COMPOSERS 

var vcs, pf 

ed. Patterson 
MARKS (A; Belwin) 

ANTHOLOGY OF ITALIAN SONG OF 
THE 17th AND 18th CENTURY Vol 1, 2 
med, med-high, pf 

ed. Parisotti SCHIRMER 

ANTHOLOGY OF SACRED SONG Vol 1-4 
(Eng) 

S, A, T, B, pf 
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anthology of the PARISIAN CHAN¬ 
SON OF THE 16th CENTURY (48) 

VC, pf 

ed. Lesure L'OISEAU 

ARIE ANTICHE Vol 1-3 (30, 30, 40) 

Mez/Bar, pf 

ed. Parisotti RlCORDl (A: Schirmer) 

ARIEN UND KANZONETTEN (17th and 
18th century) (med diff) 

VC. pf 

ed. Keller 
BARENREITER (A; Magna) 

ART-SONG ARGOSY 

med-high, pf; med-low, pf 

ed. Breach SCHIRMER 

ART SONGS AND THEIR INTERPRETA¬ 
TION 

VC, pf 

ed. Rich PRESSER 

ART SONGS: First Year, Second Year 

med-high, pf; med-low, pf 

ed. Glenn; Spouse PRESSER 

AUTORI ROMANI DEL '600 Vol 1, 2 

VC. pf 

ed. Vatelli 
BONGlOVANN! (A: Belwin) 

BAROQUE OPERATIC ARIAS Book 1, 2 

VC, pf 

ed. Arnold OXFORD 

BASIC REPERTOIRE FOR SINGERS 
(Renaissance, Baroque, Classic) 

med-high, pf 

ed. Ottman; Krueger 
SOUTHERN PEER 


BASS-ALBUM 

B, kybd 


HANSEN F (A: Magna) 


BARITON-BASS ALBUM 

Bar/B, pf 

ed. Werba 
DOBLINGER (A; Associated) 

BARITONE-BASS ALBUM FROM THE 
REPERTORY OF HANS HOTTER 

Bar/B, pf 

ed. Werba 
r-vr^Ri iNjr.FR fA; Associated) 


BASS SONGS 

B. pf 

BASS SONGS 

B, pf 


ed. Mason PRESSER 


marks (A; Belwin) 


ed. Spicker SCHIRMER 
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BEL CANTO ALBUM (17th century) Vol 1 
S, Mez, A, Bar, vin, cello, pf (some 
duets) 

ed. Landshoff PETERS 
BEL CANTO ALBUM Vol 2 (18th century) 

S, Mez, A, Bar, vIn, cello, pf (some 
duets) 

ed. Landshoff PETERS 

BEL CANTO (It) 

VC, pf 

ed. Tomelleri 
RICORDI (A; Schirmer) 

BERGERETTES (18th Century) (FrSp) 

VC, pf 

ed. Weckerlin 
RICORDI BA (A; Schirmer) 

BERGERETTES (18th century) (Fr) 

VC, pf 

ed. Weckerlin 
HEUGEL (A; Presser) 

BERGERETTES (18th century) (EngFr) 

VC, pf 

ed. Weckerlin PRESSER; 

SCHIRMER 

BILDER UND TRAUME 

VC, pf 

BREITKOPF L (A; Broude) 

CANCIONERO ESPANOL (15th and 16th 
century) (It) 

T, pf 

ed. Gran 
RICORDI (A: Schirmer) 

CANCIONES CUSICAS ESPANOLAS 
Vol 1-4 

med, pf 

ed. Obradors 
UME (A: Associated) 

CANCIONES DE LA ANDALUCIA 
MEDIEVAL Y RENACENTISTA (Sp) (13-16th 
century) 

med, pf 

ed. Lamafia UME (A; Associated) 

CANCIONES ESPANOLAS ANTIGUAS 
(Lorca) (Sp) 

med, pf 

UME (A: Associated) 

CANCIONES ESPANOLAS DEL RENACI- 
MIENTO (1440-1600) (18) 

med, pf/gtr 

ed. Tarrago 
UME (A: Associated) 


CANCIONES POPULARES ESPANOLAS 
Vol 3, 4, 5 

med, pf 

ed. Benedito 
UME (A: Associated) 

CANCIONES TAURINAS (Sp) 

med, pf 

ed. Gil UME (A: Associated) 

CANTIO SACRA (solo cantatas with con- 
tinuo) (57 Volumes) 

var vcs, cont (some duets) 

ed. Ewerhart BIELER 

CATCH THAT CATCH CAN (100) (English 
rounds and catches) 

var vcs 

ed. Taylor, Windham, Simpson 
SCHIRMER EC 

CHANSONS CANADIENNES Vol 1, 2 

med, pf 

ed. Sevrane; Verdun SALABERT 

CHANTS DU NORD 

VC, pf 

ENOCH (A: Associated) 

CINCO SIGLOS DE CANCIONES 
ESPANOLAS (1300-1800) 
med, pf 

ed. Lamafia 
UME (A: Associated) 

CIVIL WAR SONGS 

VC, pf 

ed. Hitchcock DA CAPO 

CUSSIC ITALIAN SONGS Vol 1-3 (Engit) 

VC, pf 

ed. Glenn; Taylor DITSON 
(A: Presser) 

CLASSIC PERIOD SONGS 

med-high, pf; med-low, pf 

ed. Christy; Zytowski WM. C. 
BROWN CO. Dubuque, Iowa 

CLASSICS OF GERMAN SONG Vol 1, 2 

high, pf; med, pf; low, pf 

PETERS 

CLASSIC PERIOD SONGS (Italian, English, 
French Songs) (Eng translations) 
high, pf 

ed. Taylor SUMMY B 

ClASSIQUES ESPAGNOLS DU CHANT 
Vol 1, 2 (SpFr) 

VC, pf 

har. Nm 
ESCHIG (A: Associated) 
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CONTEMPORARY AMERICAN SONGS 

high, pf; low, pf 

ed. Taylor SUMMY B 

CONTEMPORARY ART SONG ALBUM 
Book 1, 2 

Book 1: high, pf; Book II: med, pf 
GALAXY 

CONTEMPORARY ART SONGS 

VC, pf 

SCHIRMER 

CONTEMPORARY SONGS IN ENGLISH 
Vol 1, 2 

med-high, pf; med-low, pf 

ed. Taylor FISCHER C 

CONTRALTO SONGS 

A, pf 

MARKS (A: Belwin) 

COS COB SONG ALBUM 

VC, pf 

ed. Copland BOOSEY 

DAS DEUTSCHE KUNSTLIED Vol 1-3 

med, pf 

SCHOTTS (A: E-A) 

DAS KIRCHENJAHR IN LIEDERN (60) 

(Ger) 

high, pf 

ed. Losse PETERS 
DAS LEBEN IN LIEDERN (60) 

high, pf; med, pf; low, pf 

ed. Losse PETERS 

10 ARIE ITALIANE DEL SEI E SETTECEN- 
TO (It) 

VC, pf 

ed. Brycks 
RICORDl (A: Schirmer) 

12 ARIE ITALIANE DEI SECOLI XVII E 
XVIII (ItCerEng) 

VC, pf 

ed. Zanon RICORDl (A: Schirmer) 

12 MELODIE FRANCESI DEI SECOLI XVII 
E XVIII (Frit) 

VC, pf 

ed. Zanon RICORDl (A: Schirmer) 

12 MELODIE ITALIANE DEL SECOLO XIX 
(ItGerEng) 

high, pf 

RICORDl (A; Schirmer) 
DAS LIED IM UNTERRICHT (61) 
high, pf; low, pf; med, pf 

ed. Lohmann SCHOTTS (A: E-A) 


ECHOS DE FRANCE Vol 1-3 (Fr) 

high, pf; med, pf (some duets and 
trios) 

DURAND (A: Presser); 

NYP LIBE 

ECHOS DTTALIE (Vol 1, 2: 1-2 vcs; Vol 4: 
3-5 vcs) 

1-5 vcs, pf 

NYP LIBE 

ECHOS DU TEMPS PASSE Vol 1-3 

VC, pf 

ed. Weckerlin 
DURAND (A: Presser) 

ENGLISH AYRES ELIZABETHAN AND 
JACOBEAN Vol 1-6 

orig keys, pf 

ed. Warlock; Wilson OXFORD 

ENGLISH SONGS OF THE GEORGIAN 
PERIOD (200) 

VC, pf 

ed. Moffat BAYLEY and 
FERGUSON London. England 

FAMOUS SONGS OF ISRAEL (HebEng) 

VC, pf 

ed. Miron 
MILLS (A: Belwin) 

50 ART SONGS FROM THE MODERN 
REPERTOIRE 

high and med-high, pf 

SCHIRMER 

50 MASTERPIECES BY 20th CENTURY 
COMPOSERS 

high, pf; low, pf 

ed. Finck DITSON (A: Presser) 

50 MODERN ENGLISH SONGS 

VC, pf 

BOOSEY 

50 RUSSIAN ART SONGS FROM GLINKA 
TO SHOSTAKOVICH Vol 1-3 

VC, pf 

ed. Slominsky 
LEEDS (A: Belwin) 

55 ART SONGS (Eng and Eng trans) 

med, pf 

ed. Spaeth; Thompson SUMMY B 

5 JEWISH ART SONGS (YiddishEng) 

VC, pf 

ed. Weiner 
MERCURY (A: Presser) 

5 WEDDING SONGS 

med-high, pf 


ART MASTERS 
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40 SONGS FROM ELIZABETHAN AND 
lACOBEAN BOOKS Vo! 1-4 
high, pf; low, pf 

ed. Fellowes 
STAINER (A; Galaxy) 

4 ENGLISH SONGS OF THE EARLY 17th 
CENTURY 

VC, pf 

arr. Warlock OXFORD 

FRENCH AIRS OF THE EARLY 18th CEN¬ 
TURY (orig language and English] 

VC, pf 

ed. Tangeman BOOSEY 

14 ANCIENT AIRS (17th and 18th Century) 
(SpFr) 

VC, pf 

ed. Nm 

ESCHIG (A; Associated) 
FRENCH ART SONGS 
high, pf; low, pf 

ed. Taylor 
DITSON (A; Presser) 

5 BERUHMTE RUSSISCHE LIEDER (Ger- 
Russ) 

vc, pf 

ZIMMER (A; Peters) 

50 RUSSISCHE VOLKSLIEDER (RussGer) 

VC, pf 

ed. Swerloff ZIMMER (A; Peters) 
GERMAN ART SONGS 
high, pf; low, pf 

ed. Taylor 
DITSON (A: Presser) 
GREAT ART SONGS OF 3 CENTURIES 
high, pf; low, pf 

ed. Taylor SCHIRMER 
GREAT SONGS OF ISRAEL (HebEng) 

VC, pf 

ed. Miron MILLS 

GRIECHISCHE LIEDER (27) (GreekGerFr) 

VC, pf 

UNIVERSAL (A: E-A) 

HUNDRED BEST SHORT SONGS Vol 

S, Mez, T, pf 

FISCHER C 

INSTRUCTIVE SONGS (Ger) 

Vol 1; Famous and Less-known 

Composers, Folksongs 

ed. Friedlander; Vol 2; New Songs 

ed. Losse; Vol 3: Contemporary 

songs ed. Losse 

high, pf; med, pf; low, pf 


ITALIAN SONGS OF THE 18th CENTURY 
(it) 

med, pf 

ed. Fuchs INTERNATL 

ITALIAN SONGS OF THE 17th and 18th 
CENTURIES (ItEng) Vol 1, 2 

high, pf; med, pf; low, pf 

ed. Dallapiccola INTERNATL 

ITALIENISCHE ARIEN UND LIEDER 
(ItGer) 

med, pf 

HANSEN (A: Magna) 

JAPANESE LIED COLLECTION Gap, 
phonetic trans) 

VC, pf 

KAWAI-GAKUFU CO. 
Tokyo, Japan 

JAPANESE LIED COLLECTION Gap, 
phonetic trans) 

VC, pf 

ed. Kinoshita KAWAI GAKUFU CO. 

Tokyo, japan 

KINDER SPIELEN ZUR WEIHNACHT 
(easy) (Christmas) 

VC, 2 pf/vc, pf 

ed. Pohl; Buschbaum 
NAGELS (A: Magna) 

KIRCHEN ARIEN UND LIEDER (orig, Ger) 

S/T, org/pf 

ed. Cohler PETERS 

KUSSIKER DES DEUTSCHEN LIEDES Vol 

1 , 2 

high, pf; med, pf; low, pf 

ed. Moser PETERS 

KLINGENDE LYRIK 

high, pf 

ed. Reichert 
DOBLINGER (A: Associated) 

lA FLORA (16th-18th centuries) (It) 

high, med-high, med, pf 

ed. Jeppesen 
HANSEN (A: Magna) 

LEBEN IN LIEDERN (17th-20th centuries) 
(Ger) 

high, pf; med, pf; low, pf 

ed. Losse PETERS 

LE CHANT CLASSIQUE Vol 1-25 

VC, pf 

ed. Gevaert 
LEMOINE (A: Presser) 


PETERS 


Song Anthologies 533 


LES PLUS BEAUX A!RS DE UOPERA 
FRANCOIS (17th and 18th century) (FrEng) 
7 Volumes S; (2); Mez/Contr: (1); I; 
(2); Bar/B: (2) 

ed. Grovlez CHESTER (A; Magna) 
LIEDER UM WEIHNACHT 
med, A rec/vin, pf/gtr 

ed. Schaller 
OSTER (A; Associated) 

LOW VOICE SOLOS Vol 1-14 
A/Bar/B, pf 

LILLENAS 

MAITRES DE CHANT 

VC, pf 

ed. Prunieres 
HEUGEL (A: Presser) 

MODERN SCANDINAVIAN SONGS Vol 
1^ 2 (orig language and English) 

VC, pf 

ed. Werrenrath NYP LI BE 
MODERN RUSSIAN SONGS 
high, pf; low, pf 

ed. Newman DITSON (A; Presser) 
MUSA JOCOSA MIHI (12) 

VC, pf 

ed. Elliott 
SJAINER (A: Galaxy) 

MUSIC IN AMERICA 

VC, pf 

ed. Marrocco; Gleason NORTON 

MUSIC FROM THE DAYS OF GEORGE 
WASHINGTON 

VC, pf 

ed. Engel; Strunk U.S. G. Washing¬ 
ton Bicentennial Commission 1970 
Washington, D.C. NYP LI BE 

MUSIC OF THE TROUBADOURS 

VC, pf 

ed. Weliesz OXFORD 

NEW ANTHOLOGY OF AMERICAN 
SONG 

high, pf; low, pf 

SCHIRMER 

NEW CHRISTMAS SONGS (easy) 

VC, pf 

BARENREITER (A; Magna) 

NEW IMPERIAL EDITION OF SONGS Vol 
1-6 

Vo! 1; S, pf; Vol 2; Mez, pf; Vol 3; 

A, pf; Vol 4: T, pf; Vol 6; Bar, pf; 

Vol 6; Bass, pf 

ed. Northcote BOOSEY 


NEW VISTAS IN SONG (contemporary) 
high, pf 

MARKS (A: Belwin) 
9 OLD CHRISTMAS SONGS 
vc, pf 

ed. johner HUG (A; Peters) 
OLD ENGLISH MELODIES 

VC, pf 

ed. Wilson BOOSEY 

100 SONGS OF ENGLAND 
high, pf; low, pf 

ed. Bantock 
DITSON (A; Presser) 

OXFORD ANTHOLOGY OF MEDIEVAL 
MUSIC 

VC, pf 

OXFORD 

PIONEER AMERICAN COMPOSERS Vol 1, 
2 ' 

high, pf; low, pf 

ed. Milligan NYP LIBE 

PRACTICAL LIBRARY OF SACRED 
SONGS Book I, II 

high, pf 

FISCHER C 


40 NOELS ANCIENS 

med, pf/org (2nd vc ad lib) 

ed. Roques 
DURAND (A: Presser) 

15 CANCIONES DE LAS PROVINCIAS DE 
FRANCIA (SpFr) 

vc, pf 

RICORDl BA (A: Schirmer) 
RECITAR CANTANDO (18th, 19th century) 

Bar/B, pf 

ed. Mingardo 
ZERBON) (A. Boosey) 

RELIQUARY OF ENGLISH SONGS 
(1250-1800) Vol 1, 2 
med-high, pf 

ed. Potter SCHIRMER 


ROMANCES AND SONGS BY 
GEORGIAN COMPOSERS (Russ) 


vc, pf 


MEZ KNIGA 


ROMANCES AND SONGS BY SOVIET 
COMPOSERS (Russ) 

vc, pf 

MEZ KNIGA 


534 


Appendix 


ROMANCES AND SONGS BY SOVIET 
COMPOSERS TO PUSHKIN'S LYRICS 
(Russ) 

VC. pi 

MI / KNICA 

ROYAL COLLECTION (all c«miK)sws 
members of royal family) 

12 vt s. pf ((i sotms, 2 p«ut soft’s) 

t‘tl lairbaim. UoKcr Hainj!tt)o 
NOVnU) 

6 CAN20NI NAPOLETANE DA CAMERA 
1*2 v< s. pi 

«hI Ciia/oltt) C UK( 1 

6 CANCIONES ANTIGUAS {16th century) 
(Sp) 

fned, gtr 

«hI Iarr»4‘.t> 
lIMt {A Asmh iat«*(i) 

6 CANCIONES ESPANOLAS (Sp) 

U‘hrijhof>; 
UMI {A Assot latrtl) 

6 HABANERAS TRADICIONALES 

hif’h, ()f 

otl A},;ui!a 
DM! (A Asstu tat«xl) 
SELECT ENGLISH SONGS AND 
DIALOGUES OF THE 16th AND 17th 
CENTURY Vol U 2 
high, f)t 

<*<1 D<jl(ru*ts<h B(K )Sn 

SELECT FRENCH SONGS FROM THE 12th 
TO THE 18th CENTURY Vol 1, 2 
v<, kvlxl 

tnl h BO( )SI V 

7 CENTURIES OF SOLO SONG Vol 
(Vol 4: arr of folk music) 

hif?h, pf, Um. pf 

ikI W^kkIskIo HC)SI( )N 

7 SONGS BY ELIZABETHAN COM* 

POSERS 

hukI, i4tr 

arr Dupre S( HOI I (A f A) 
17 SACRED SONGS (Christian Science*-) 
hifih, pf, low, j)f 

<*d Kirby SC HIRMIK 
17th CENTURY ENGLISH SONGS 
v(, gtr 

<*<1 Wilh.trns 
SIAINIKfA (.alaxy) 

6 SONGS OF EARLY AMERICANS 

V(, pf 

(*d Meyer 

lASHANI MUSIC (ORP Irenton. Nj 


SHAKESPEARE SONGS Vol 1-4 

VC. pt 

tnl Bridgew-ater NOVELLO 
SONGBOOK OF THE AMERICAN 
REVOLUTION 

VI , pt 

c<Hnpile(l Kabsou NIC) PRESS; 

NYP LI BE 

SONGS AND BALLADS Vol 1 (Dan) 
vt, pt 

ed Karnfjp. Bro Rasmussen 
MANSI N (A: Magna) 
SONGS BY K) AMERICANS 
fngb. (it. low, ()t 

t*tl. Hughes 
DH SON (A: Presser) 
SONGS BY 22 AMERICANS 

high, })t. Iijvv. ()t 

et! laylor SC'HIRMER 

SONGS FOR A ( HOSEN GENERATION 
(vacrcHl) 

1 2 vt s. (>t gtf 

txj U(>haus I III I NAS 
SONGS FOR C HRISTMAS 
v<. (it 

etl Hjerta.is AUGSBURG 

SON(,S FROM S< ANDINAVIA (orig 
language and Fnglich) 

fned. (it, high, (it 

eti R(ic‘ PAllMA MUSIC CO. 

f‘ark Ridg(‘, III. 

SON<,S FROM SFIAKESPEARE'S PLAYS 
AND POPULAR SONGS OF 
SHAKESPI ARE'S TIME 
vt. gtr 

(‘d. Kines 
()AK (A Musit Sale.s) 

SONGS FROM SHAKESF>EARE:'S 
TRAGEDIIS 
vt . (it 

t*<i St(*rnt(‘ld OXf ORD 
SONGS OF THOMAS D'URFEY 
vt. (if 

ed Day lOHNSON 
SONC,S OF THE BRITISH ISLES 
vt, (it 

arr Willan BOSTON 

SPANISH SONGS Of THE 18th CENTURY 
(SpEng) 

high, (it, rnetl, (it 

<‘d Suhira INIIKNATI. 
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STANDARD VOCAL REPERTOIRE Vol 1, 

2 

high, pf; low, pf 

ed. Row ROW (A: Fischer C) 
10 CLASSICAL SONGS 
VC, gtr 

ed. Gavall 
ELKIN (A: Novel lo) 

10 17th CENTURY SONGS OF THE 
SHAKESPEARIAN AND RESTORATION 
PERIOD 

VC, pf 

ed. Bridge NOVELLO 
THE A CAPPELLA SINGER 

Vol 1: women's vcs, pf; Vol 2: 
mixed vcs, pf 

arr. Clough-Leighter 
SCHIRMER EC 

THE ARIA (Renaissance and Baroque) 

VC, pf 

ed. Vene 
COLOMBO (A; Belwin) 

THE ART SONG 

med, pf 

ed. Howland; Zeitlin MUSIC SALES 

THE CONTEMPORARY ART SONG Vol 
1-4 (orig languages and English) 

S,AJ,B, pf 

ed. Reutter SCHOTTS 

THE GERMAN SOLO SONG AND THE 
BALLAD (56) (GerEng) 

VC, pf 

ed. Moser 
ARNO (Cerig) 

THE HUNDRED BEST SHORT SONGS 
Books 1-4 

Bk 1, 2: S, Mez, T, pf; Bk 3, 4; Con- 
tr. Bar, B, pf 

ed. Gerhardt 
PATERSON (A: Fischer C) 

THE MINSTRELSY OF ENGLAND Vol 1, 2 

med-high, pf 

ed. Duncan 
AUCENER (A; Galaxy) 

THE MINSTRELSY OF ENGLAND 

VC, pf 

ed. Moffat BAYLEY AND 
FERGUSON, London, England 

THE NEW NATIONAL SONG BOOK 

VC, pf 

ed. Stanford; Shaw BOOSEY 


THE RUSSIAN SONG BOOKS Vol 1-8 

S, pf (2); A, pf (2); T, pf (2); B, pf (2) 
ed. and trans. Newmarch 
CHESTER (A: Magna) 

THE SOLO SONG (1580-1730) (75) (orig 
language and English) 

VC, pf (some with instr) 

ed. MacClintock NORTON 

THE SOLO SONG OUTSIDE GERMAN 
SPEAKING COUNTRIES 

vc, pf 

ed. Noske 
ARNO (A; Gerig) 

THE SONGS OF ENGIAND Vol 1-3 

med-high, pf 

ed. Hatton; Faning BOOSEY 

THE STRATFORD SERIES OF 
SHAKESPEARE SONGS Vol 1-4 

VC, pf 

ed. Bridgewater NOVELLO 
THE WEDDING BOUQUET 
high, pf; low, pf 

ed. Taylor SCHIRMER 

3 SEVENTEENTH-CENTURY AIRS 

high, gtr 

ed. Runge 
SCHOTT (A: E-A) 

3 WEDDING SOLOS 

VC, pf 

ed. Gassier AUGSBURG 

30 CANCIONES POPULARES 
ESPANOLAS 

VC, pf 

ed. Grau 

RICORDl BA (A: Schirmer) 

36 ARIE ITALIANE DI DIVERSI AUTORI 
DEI SECOLI XVIi E XVIII (ItEng) 

VC, pf 

ed. Zanon; Dun 
RICORDl (A: Schirmer) 

TWENTIETH CENTURY ART SONGS 
(British, American) 

med, pf 

SCHIRMER 

25 FAVORITE LATIN-AMERICAN SONGS 
(orig language and English) 

vc, pf 

ed. Sandoval SCHIRMER 

24 ITALIAN SONGS AND ARIAS OF THE 
17th AND 18th CENTURIES (ItEng) 

med-high, pf; med-Iow, pf 

SCHIRMER 
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UNSERE WEIHNACHTSLIEDER (Xmas) 

VC, gtr 

ed. Gotze 
SCHOTTS (A: E-A) 

UNTERRICHTSLIEDER (60) (Ger) 
high, pf; med, pf; low, pf 

ed. Losse PETERS 

25 CANCIONES POPULARES 
CATALANAS NAVIDENAS (Xmas) Vol 
1-4 (SpCat) 

med, pf 

ed. Buxo 
UME (A: Associated) 

25 CANCIONES HEBREAS (Sp) 

VC, pf 

ed. Graetzer 
RICORDI BA (A: Schirmer) 

22 CANCIONES Y DANZAS TRADI- 
CIONALES ARGENTINAS (Sp) 

VC, pf 

ed. Aretz 
RICORDI BA (A: Schirmer) 

VIEILLES CHANSONS ET RONDES FRAN- 
CAISES 

VC, pf 

SCHOTTS (A: E-A) 

4 KLEINE WEIHNACHTSLIEDER (Ger) 
(Xmas) 

VC, pf 

BREITKOPF W 
(A: Associated) 

24 LIEDER UND ARIEN 

VC, pf 

NAGELS (A; Magna) 
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A SELECTION OF COLLECTED FOLK¬ 
SONGS Vol 1 (36) 

VC, pf 

arr.sharp; V. Williams 
NOVELLO 

A TREASURY OF THE WORLD'S FINEST 
FOLK SONGS (orig language and English) 

VC, pf 

arr. Deutsch 
CROWN PUBLISHERS 

AFRICAN SONGS OF YESTERDAY AND 
TODAY 

VC, pf 

EULENBURG (A: Peters) 


14 ARIEN ALTER SPANISCHER MEISTER 
(SpFr) 

VC, pf 

ed. Nih SCHOTTS (A: E-A) 

VIEUX NOELS DE FRANCE 

VC, pf 

ENOCH (A: Associated) 

VILLANCICOS POPULARES 

med, pf 

ed. Benedito 
UME (A; Associated] 

VILLANCICOS TRADICIONALES (Xmax) 

med, pf 

ed. Gil 

UME (A: Associated] 

20 NOELS FRANCAIS (Xmas) 

med, pf/org 

ed. Tiersot 
HEUGEL (A; Presser) 

VOCAL ANTHOLOGY (Arias, Romances 
and Songs) (Russ) 

T, pf 

MEZ KNIGA 

WITH THIS RING (Wedding) 

VC, pf 

BOSTON 

YOUNG ARTISTS' REPERTOIRE (orig 
language and English) 

high, pf; low, pf 

ed. Toms SUMMY B 


ALBUM DE CANTOS VASCONGADOS 
Vol 1-4 (Basque) 

med, pf 

ed. Martinez Villar 
UME (A: Associated] 

ALBUM Dl 12 CANZONI POPOLARI 
SICILIANE 

vc, pf 

ed. Cali 

FORLIVESI (A: Belwin] 

ALBUM OF NEGRO SPIRITUALS (26) 

med, pf 

arr. Johnson 
MARKS (A; Belwin) 
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ALBUM OF NEGRO SPIRITUALS (12) 
high, pf; low, pf 

arr. Burleigh 
COLOMBO (A: Belwin) 
ALONG UNPAVED ROADS (8) 
med, pf 

arr. Bacon LEEDS (A; Belwin); 

BROUDE 

ANTHOLOGIE DES CHANTS 
POPUIAIRES FRANCO-CANADIENS 
VC, acap 

ed. Canteloube 
DURAND (A: Presser) 

ANTHOLOGIE DES CHANTS 
POPULAIRES FRANCAiS Vol 1, 3 , 4 
VC, acap 

ed. Canteloube 
DURAND (A: Presser) 

BICINIUMS Vol 1, 2 

Voi 1: Japanese Songs; Vo! 2: 
American and Canadian Folk Songs 

VC, pf 

ed. Szonyi 
BUDAPEST (A; Boosey) 

BOOK OF FOLK SONGS 

VC, pf 

ed. Lund; Rauter OXFORD 

BOTSFORD COLLECTION OF FOLK 
SONGS Vol 2 , 3 (orig language and 
English) 

VC, pf 

SCHIRMER 

CANCIONES ESPANOLAS ANTIGUAS 

VC, pf 

arr. Garcia Lorca 
UME (A: Associated) 

CANCIONES FOLKLORICAS 
ESPANOLAS 

med, acap 

ed. Benedito 
UME (A; Associated) 

CANCIONES POPULARES DE 
ESTREMADURA (6) 
med, pf 

ed. Gil 

UME (A: Associated) 

CANCIONES POPU LARES ESPANOLAS 
Vol 3 , 4 , 5 (6 each) 
med, pf 

ed. Benedito 
UME (A; Associated) 


CANTI DELLA SICILIA 
VC, pf/mandolin 

ed. Frontini 
FORLIVESl (A; Belwin) 

CANTOS Y BAILES POPULARES DE 
ESPANA Vol 1-3 (Galicia, Murcia, Valen¬ 
cia) 

VC, pf 

ed.Inzenga 
UME (A: Associated) 

CARIBBEAN MELODIES 

VC, pf 

arr. Still 
DITSON (A: Presser) 

CECIL SHARP'S COLLECTION OF 
ENGLISH FOLK SONGS (1000) (Vol 1, 2) 

VC, pf 

ed. Karpeles OXFORD 

CHANSONS POPUUIRES DES PRO- 
VENCES BELGES Vol 1, 2 

VC, pf 

SCHOTT-FRER (A; Belwin) 
CHANTONS UN PEU (Canadian) 

VC, pf 

ed. Morrow; Mills BERANDOL 

CHANTS D'AUVERGNE (Books 1-5) 

(dialect and French) 

VC, pf/orch 

arr. Canteloube 
HEUGEL (A: Presser) 

CHANTS DE FRANCE Vol 1, 2 

vc, pf 

ed. Canteloube 
DURAND (A: Presser) 

CHANTS DE L'ANGOUMOIS 

vc, pf 

arr. Canteloube 
DURAND (A: Presser) 

CHANTS DE LANGUEDOC 

vc, pf 

arr. Canteloube 
DURAND (A: Presser) 

CHANTS DE LA TOURAINE 

vc, pf 

arr. Canteloube 
DURAND (A: Presser) 

CHANTS DE LA VIEILLE FRANCE 
(13th-18th centuries) 

vc, pf 

ed. Tiersot 
HEUGEL (A: Presser) 
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CHANTS PAYSANS 

VC, pf 

arr. Canteloube 
DURAND (A; Presser) 
CHILDREN'S SONGS OF DENMARK 

VC, pf 

arr. MacMahon OXFORD 

5 MELODIES POPULAIRES GRECQUES 
(GreekFrEng) 

high, pf; med, pf 

har. Ravel INTERNATL 
COLECCION DE CANTOS Y BAILES 
POPULARES ESPANOLES Vol 1,2 
med, pf 

ed. Romero 
UME (A: Associated) 

CZECHOSLOVAK SUITE (6) 

VC, pf 

arr. Bresgen 
CHESTER (A: Magna) 

DAS DEUTSCHE KUNSTLIED Vol 1-3 (Ger) 

med, pf 

SCHOTTS (A: E-A) 
DAS LEBEN IN LIEDERN (60) 

high, pf; med, pf; low, pf 

ed. Losse PETERS 

DAS LIED DER VOLKER 

Vol 1: Russian; 

Vol 2; Scandinavian; 

Vol 3: English American; 

Vol 4: Celtic; 

Vol 5; French; 

Vol 6: Spanish Portugese; 

Vol 7; Italian; 

Vol 8: Slavic; 

Vol 9: Greek, Albanian, Rumanian; 
Vol 10; West Slavic; 

Vol 11: West Slavic; 

Vol 12: Hungarian; 

Vol 13: Baltic; vc, pf 

SCHOTTS (A: Belwin) 
DAS LIED IM UNTERRICHT (61) (Ger) 
high, pf; med/low, pf 

ed. Lohmann 
SCHOTTS (A; E-A) 

DENMARK SINGS (DanEng) 

VC, pf 

HANSEN (A: Magna) 

DER WUNDERGARTEN 

1-2 vcs, pf 

ed. Rein; Lang 
SCHOTTS (A; E-A) 


DEUTSCHER LIEDERSCHATZ (100) 

VC, pf 

PETERS 

DEUTSCHE VOLKSLIEDER Vol 1, 2 Op. 
143 

2 VC, pf 

arr. Herrmann 
SCHAUER (A: Associated) 

DEUTSCHE VOLKSLIEDER Vol 1, 2 (42) 
(GerEng) 

high, pf; low, pf 

arr. Brahms INTERNATL 
DILLER-PAGE SONG-BOOK Vol 1, 2 

VC, pf 

SCHIRMER 

12 CANCIONES POPUIARES 
ESPANOLAS 

med, pf 

ed. Toldra 
UME (A: Associated) 

12 CHANSONS CANADIENNES 

VC, pf 

ed. Coutts 
WATERLOO (A: Associated) 

12 CHANSONS POPULAIRES DE 
CATALOGNE (Catalan) 

VC, pf 

ed. Nm-Culmell 
ESCHIC (A: Associated) 

12 CHANSONS POPULAIRES RUSSES 
D'HIER ET D'AUJOURD'HUI 

VC, pf 

CHANT (A: Belwin) 

ECO Dl NAPOLI Vol 1-3 (It) 

VC, pf 

ed. de Meglio 
RICORDI (A; Schirmer) 

EGYPTIAN FOLKSONGS (Arabic Eng) 

VC, pf 

ed. Rasheed 
OAK (A: Music Sales) 

8 HUNGARIAN FOLKSONGS (GerEng) 

VC, pf 

arr. Bartok BOOSEY 

8 POLISH CHRISTMAS CAROLS 

2 vcs, pf 

ed. Malin 
MARKS (A: Belwin) 

ENGLISH FOLKSONGS FROM THE 
SOUTHERN APPALACHIANS 

VC, pf 

coll. Sharp ed. Karpeles 
OXFORD 
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FAVOURITE SONGS OF NEW¬ 
FOUNDLAND 

VC, pf 

ed. Peacock; Mills 
BERANDOL 

50 SAILORS' SONGS OR CHANTIES 

VC, pf 

ed. Tozer BOOSEY 
5 CANADIAN FOLKSONGS 

VC, pf 

ed. Gibbs OXFORD 
5 FRENCH FOLKSONGS (Fr) 
med, kybd 

ed. Hopkins 
HANSEN (A; Magna) 

5 RUMANIAN SONGS 
Contr, gtr 

arr. Bresgen 
CHESTER (A; Magna) 

FLORES DE ESPANA (38) 
med, pf 

UME (A: Associated) 

FOLK LULLABIES (5) 
med, pf 

LEEDS (Canada) 
(A; Bel win) 

FOLK MUSIC FESTIVAL IN HAWAII 

vc, pf 

BOSTON 

FOLK SONGS (American, English, Irish) 

high, pf; low, pf 

arr. Edmunds 
ROW (A; Fischer C) 

FOLK SONGS FROM SUSSEX 

vc, pf 

GALLIARD (A; Galaxy) 

FOLK SONGS IN SETTINGS BY MASTER 
COMPOSERS (44) (orig. language and 
English) 

vc, pf 

ed. Haufrecht 
FUNK and WAGNALL 

FOLK SONGS OF CANADA 

med, pf 

ed. Bissell WATERLOO 
(A: Brodt; Associated) 

FOLK SONGS OF CHINA, JAPAN, KOREA 
(orig lang, Eng) 
vc, pf 

ed. Dietz; Park J. DAY: NYP LI BE 

FOLK SONGS OF EUROPE 

vc, pf 


FOLK SONGS OF GHANA 

vc, pf 

ed. Nketia OXFORD 
FOLK SONGS OF GREECE 
vc, pf 

ed. Alevizos 
OAK (A: Music Sales) 

FOLK SONGS OF JAMAICA 

vc, pf 

ed. Murray OXFORD 
FOLK SONGS OF JAPAN 
vc, gtr, opt fl, perc 

ed. Berger 
OAK (A; Music Sales) 

FOLK SONGS OF LANCASHIRE 

vc, pf 

ed. Boardman 
OAK (A: Music Sales) 

FOLK SONGS OF MEXICO AND SOUTH 
AMERICA 

vc, pf 

ed. Hague BELWIN 
FOLK SONGS OF SCOTLAND 

vc, pf 

OAK (A: Music Sales) 

FOLK SONGS OF THE AMERICAS 

vc, pf 

ed. Lloyd; Artez 
OAK (A: Music Sales) 

FOLK SONGS OF THE BRITISH ISLES 
Vol 1 

med, pf 

ed. Britten BOOSEY 

FOLK SONGS OF THE SOUTHERN AP¬ 
PALACHIANS 

vc, pf 

ed. Ritchie 
OAK (A: Music Sales) 

FOLK SONGS OF TRINIDAD AND 
TOBAGO 

vc, pf 

ed. Walke; Walters BOOSEY 

FOLK SONGS SET BY JOHN EDMUNDS 
( 11 ) 

med, pf 

FISCHER C 

FOLKLORE RUSSE (FrRuss) 

vc, rec 

ed. Strimer L'OISEAU 
FOLKSONG ARRANGEMENTS Vol 1-5 

high, pf; med, pf (Vol 2: France 
FrEng) 


OAK (A: Music Sales) 


arr. Britten BOOSEY 
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44 FRENCH FOLKSONGS AND 
VARIANTS FROM CANADA, NOR¬ 
MANDY, BRITTANY (FrEng) 

VC, pf 

ed. Tiersot SCHIRMER 
4 LOVE SONGS (Canadian) 

Bar, pf 

arr. Beckwith BERANDOL 
4 POPULAR SONGS OF ANDALUCIA (Sp) 
med, pf 

ed. Nin-Culmel! 
ESCHIG (A: Associated) 

4 POPULAR SONGS OF CATALONIA (Sp) 
med, pf 

ed. Nin-Culmell 
ESCHIG (A: Associated) 

4 POPULAR SONGS OF SALAMANCA 

(Sp) 

med, pf 

ed. Nm-Gulmell 
ESCHIG (A: Associated) 

4 SCOTCH SONGS 

VC, vln/2 vin, via, cello, ob/2 fl, bvl, 

pf 

arr. J. C. Bach; ed. Fiske 
SCHOTT (A; E-A) 

4 SCOTTISH SONGS (EngGer) 

VC, pf 

har. Respighi 
UNIVERSAL (A; E-A) 

FRENCH AIRS 

VC, pf 

ed. Warlock OXFORD 

GERMAN FOLKSONGS (Ger) 

VC, pf 

MARKS (A; Belwin) 

GERMAN FOLKSONGS (GerEng) 

VC, pf 

ed. Kevess 
OAK (A: Music Sales) 

HEBRIDEAN FOLK SONGS (40) 

VC, pf 

coll. MacCormick OXFORD 

HEBREW AND YIDDISH FOLK SONGS 

VC, pf 

arr. Bonin 
ELKIN (A; Novello) 

HISPANIC FOLK SONGS OF NEW MEX¬ 
ICO 

VC, pf 

UNIV OF NEW MEXICO 
PRESS; NYP LIBE 


HOMAGE A CHOPIN (5 vocalises based 
on Polish folk music) 

VC, pf 

arr. Panufnik 
SCHOTT (A; E-A) 

HUNGARIAN FOLKSONGS (Hung) 

VC, pf 

arr. Bartok; Kodaly 
BUDAPEST (A; Boosey) 

HUNGARIE ALBUM (HungEng) 

VC, pf 

MARKS (A: Belwin) 

INTERNATIONALE VOLKSLIEDER Vol 1-4 

VC, gtr 

ed. Behrend 
SIKORSKI (A: Associated) 

IRISH COUNTRY SONGS Vol 1-4 

high, pf; low, pf 

ed. Hughes BOOSEY 

IRISH FOLK SINGERS' ALBUM 

VC, pf 

ed. Clifford; Nelson 
ROBERTON (A; Presser) 

IRISH FOLKSONGS (5) 

med, pf 

ed. Ferguson BOOSEY 

IRISH SONGS OF RESISTANCE 

VC, pf 

ed. Galvin 
OAK (A: Music Sales) 

JAPANESE FOLKSONGS 

VC, pf 

ed. Hattori JAPAN TIMES, Tokyo; 

NYP LIBE 

JERUSALEM OF GOLD (modern and an¬ 
cient) (HebEng) 

VC, pf 

CHAPPELL 

JEWISH FOLK SONGS (YiddishEng) 

VC, pf 

ed. Rubin 
OAK (A; Music Sales) 

JEWISH FOLKSONGS (TiddishHeb) 

VC, pf 

ed. Seculetz OR TAV 

KIBBUTZ SONGS 

VC, pf 

OR TAV 

LIEDER DER VOLKER Vol 1-6 

med, gtr 

ed. Behrend 
ZIMMER (A: Peters] 
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MOORE'S IRISH MELODIES Vo! 4 

VC, pf 

har. Britten BOOSEY 
MUSIC FOR EVERYONE (Ireland) Vol 9 

VC, pf 

REMICK (A: Warner) 

NEGRO SONGS FROM ALABAMA 

VC, pf 

ed. Courlander 
OAK (A: Music Sales) 

NEGRO SPIRITUALS 

VC, 1 gtr/2 gtr 

GERIG 

NEW RUSSIAN FOLKSONGS 

VC, pf 

SIKORSKI (A: Associated) 

9 TRADITIONAL SONGS (EngFrGerSp) 

med, pf 

ed. Jessett CHESTER (A: Magna) 

NORWAY SINGS (EngNor) 

VC, pf 

NORSK (A: Magna) 

NORWEGIAN FOLK SONGS (NorEng) 

med, pf 

ed. Olsen 
NORSK (A: Magna) 

9 CANCIONES POPULARES CATALANAS 

(Sp) 

med, pf 

ed. Toldra 
UME (A: Associated) 

OLD AMERICAN SONGS Set 1, 2 (6 each) 

med-high, pf 

arr. Copland BOOSEY 

OLD AUSTRALIAN BUSH BALLADS 

VC, pf 

ed. Sutherland ALLANS 

OLD DUTCH CHILDREN'S SONGS 

VC, pf 

ed. Michielsen 
BROEKMANS (A: Peters) 

OLD DUTCH FOLK SONGS 

VC, pf 

ed. Pijper 
WAGENAAR (A: Elkan H) 

OLD ENGLISH MELODIES 

VC, pf 

ed. Lane BOOSEY 
OLD IRISH MELODIES Vol 1 (12) 
med-high, pf 

ed. Hughes BOOSEY 


100 ENGLISH FOLKSONGS 

med, pf 

ed. Sharp DOVER; 
DITSON (A: Presser) 
100 SONGS OF ENGLAND 
low, pf 

ed. Bantock PRESSER 
PALESTINIAN FOLK SONGS Book I (Heb) 

VC, pf 

ed. Binder TRANSCON 

PENGUIN BOOK OF AMERICAN FOLK 
SONGS 

VC, pf 

ed. Lomax PENGUIN 

PENGUIN BOOK OF CANADIAN FOLK 
SONGS 

VC, pf 

ed. Lomax PENGUIN 

PIONEER SONGS OF ISRAEL (HebEng) 

VC, pf 

MARKS (A: Belwin) 

POPULAR FRENCH AND CANADIAN 
SONGS 

med, pf 

ed. Vuillermoz SALABERT 
PUEBLO Vol 1, 5, 1 , 8, 9,10 
med, pf 

arr. Benedicto 
UME (A: Associated) 

15 CANCIONES DE LAS PROVINCIAS DE 
FRANCIA (FrSp) 

vc, pf 

ed. Thiriet 
RICORDI BA (A: Schirmer) 

RUSSIAN SONG BOOKS (19th, 20th cen¬ 
turies) (FrEng) 

Vol 1: B, pf; S, pf; Vol 2: S, pf 

CHESTER (A: Magna) 

RUSSIAN SONGS (RussEng) 

VC, pf 

ed. Silverman 
OAK (A: Music Sales) 

RUSSISCHE VOLKSLIEDER 

VC, accord 

DOBLINGER (A: Associated) 

RUSSISCHE VOLKSLIEDER (CzechRuss) 

VC, pf 

ed. Axman 
SUPRAPHON (A; Boosey) 

RUSSISCHE VOLKSLIEDER (Russ) 

VC, pf 

SIKORSKI (A: Associated) 
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SCHIRMER AMERICAN FOLK SONG 
SERIES 

Vol 2: 12 from Louisiana ed. 
Monroe; 

Voi 11; 36 from South Carolina ed. 
Diton; 

Vol 14: Hiilfolk ed. Niles; 

Vol 16; 10 Christmas songs from 
Southern Appalachian Mts. ed. 
Niles; 

Vol 18; 10 from Southern Ap¬ 
palachian Mountains ed. Niles; 

Vol 20: 10 from Southern Ap¬ 
palachian Mountains ed. Niles; 

Vol 21: from Southern Ap¬ 
palachian Mountains ed. Sharp; 

Vol 22: from Southern Appalachian 
Mountains ed. Sharp; 

Vol 25; America, for Young Singers 
ed. Matteson 1-3 vcs 

SCHWEIZER VOLKSLIEDER (Vol 1-3 
SwissGer) (Vol 4 Swisslt, Fr) 

VC, pf 

ed. Cund UNIVERSAL (A; E-A); 

NYP LIBE 

SECULAR SPANISH SONGS OF THE 17th 
CENTURY (Vol 1, 2) 

med, gtr 

ed. Pujol 
ESCHIG (A; Associated) 

SEIS VILLANCICOS RUSTICOS 
ESPANOLES (Sp) 

med, pf 

ed. Benedito 
UME (A; Associated) 

7 CHESHIRE FOLK SONGS 

VC, pf 

arr. Brislee OXFORD 

7 METIS SONGS OF SASKATCHEWAN 

VC, pf 

ed. Cass-Beggs BERANDOL 

SEVEN SEAS SHANTY BOOK 

VC, pf 

ed. Sampson; Harris BOOSEY 

SEVENTEEN SONGS OF THE ISLE OF 
LEWES (Gaelic) 

VC, pf 

arr. Morrison 
CHESTER (A: Magna) 

SINGAROUND FOLKSONGS 

VC, gtr 

ed. Hyman; Rice GALAXY 


SINGENDES, KLINGENDES OSTERREICH 

VC, gtr 

ed. Hammerschmied 
DOBLINGER (A: Associated) 

6 EARLY AMERICAN SPIRITUALS 

med, 3 rec 

ed. Cowell ASSOCIATED 
(A: Schirmer/Associated) 

6 FOLK SONGS (HebFrYiddish) 

med, pf 

ed. Algazi SALABERT 

6 FOLK SONGS FROM NORFOLK 

VC, pf 

arr. Moeran 
AUGENER (A: Galaxy) 

6 MARITIME FOLK SONGS Set 1, 2 

VC, pf 

ed. Bissell BERANDOL 

6 POLISH CHRISTMAS CAROLS (EngPol) 

VC, pf 

ed. Rebe SCHIRMER 

6 REGIONAL CANADIAN FOLKSONGS 

VC, pf 

ed. Blyton 
ROBERTON (A: Presser) 

6 SELECT SONGS FROM jEWISH 
FOLKLORE 

med, pf; high, pf 

ed. Kosakoff TRAN SCON 

16 WELSH MELODIES (WelshEng) Vol 1. 2 

VC, pf 

ed. and arr. Williams; Somervell 
BOOSEY 

SOLDIER SONGS AND HOME-FRONT 
BALLADS OF THE CIVIL WAR 

VC, pf/gtr 

ed. Silber 
OAK (A: Music Sales) 

SONGS FROM SWEDEN (SwedEng) 

VC, pf 

coll. Hagg SCHIRMER 

SONGS FROM THE VELD (EngAfrikaans) 

VC, pf 

ed. Marais SCHIRMER 
SONGS FROM TRINIDAD 

1-2 vcs, gtr, dms, bvl 

ed. Connor OXFORD 

SONGS MY TRUE LOVE SINGS 

VC, pf 

arr. Bailey 
MARKS (A: Belwin) 
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SONGS OF BRITAIN 

VC, pf 

ed. Kidson; Shaw BOOSEY 
SONGS OF ENGLAND Vol 2 , 3 

VC, pf 

ed. Hatton; Fanning 
BOOSEY 

SONGS OF ITALY (65) (ItEng) 

VC, pf 

ed. Marzo SCHIRMER 
SONGS OF OLD IRELAND (50) 

VC, pf 

arr. Stanford BOOSEY 
SONGS OF SCOTLAND Vol 2 

VC, pf 

ed. Foster 

SONGS OF SOUTHERN AFRICA (100) 

VC, pf 

ed. Wood; Classer NYP LI BE 

SONGS OF THE AMERICAN WEST 

VC, pf 

ed. Lingenfelter; Dwyer 
UNIV OF CALIFORNIA PRESS, 
Berkeley, Cal. 

SONGS OF THE BRITISH ISLES 

VC, pf 

arr. Willan BOSTON 

SONGS OF THE HEBRIDES Vol 1-3 

VC, pf 

ed. Kennedy-Frazer, MacLeod 
BOOSEY 

SONGS OF THE ISLES 

VC, pf, opt gtr 

ed. Roberton 
ROBERTON (A; Presser) 

SONGS OF WALES 

VC, pf 

ed. Northcote; Davies 
BOOSEY 

STEPHEN-BURNETT COLLECTION OF 
SCOTS FOLK SONGS 

S, pf 

FISCHER C 

SWEDEN SINGS 

VC, pf 

arr. jonsson 
NORDISKA (A: Magna) 

10 NEGRO SPIRITUALS 

VC, gtr 

ed. Kingsley 
SCHOTT (A: E-A) 


10 FOLK SONGS 
VC, gtr 

ed. Kingsley SCHOTT 
(A: E-A) 

THE BALLAD BOOK OF J. j. NILES 

VC, pf, opt gtr 

ed. Mandyczewski SCHIRMER 

THE BOOK OF AMERICAN NEGRO 
SPIRITUALS (2 Vol in 1) (122) 
vc, pf 

arr. Johanson; Johnson 
THE VIKING PRESS. New York 

THE CRYSTAL FOUNTAIN 
(French Canadian) (EngFr) 

VC, pf 

ed. Widdicombe 
ROBERTON (A. Schirmer) 

THE CRYSTAL SPRING Vol 1, 2 

VC, gtr 

ed. Karpeles OXFORD 

THE FOLKSINGER'S PASSPORT TO 
CANADA 

VC, pf 

BERANDOL 

THE GREEN PASTURES SPIRITUALS (25) 
high, pf; med, pf 

arr. Johnson FISCHER C 

THE HUNDRED PIPERS (Scottish) 

VC, pf 

PATERSON (A: Fischer C) 

THE MARBLE THRESHING FLOOR (Greek 
folksongs) (GreekEng) 

VC, pf 

ed. Frye American Folklore Society 
by UNIV TEXAS PRESS 

THE NEW NATIONAL SONG BOOK 

VC, pf 

ed. Stanford; Shaw BOOSEY 

THE OXFORD SCOTTISH SONG BOOK 

VC, pf 

ed. Davie; McVicar OXFORD 

THE SCOTTISH ORPHEUS Vo! 2 , 3 

VC, pf 

ed. Diack 
PATERSON (A: Fischer C) 

30 NEGRO SPIRITUALS 

high, pf 

arr. Johnson SCHIRMER 

3 BOHEMIAN SONGS (Eng) 

VC, pf 


ed. Tate OXFORD 
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3 FOLK SONGS 

high, pf 

arr. McCabe NOVELLO 

3 IRISH FOLK SONGS 

VC, pf 

arr. Dawn NOVELLO 
3 MORAVIAN CAROLS 

VC, pf 

ed. Tate OXFORD 

3 SLAV FOLK SONGS 

VC, pf 

ed. Koebler 
CROATICA (A; Drus Hrvd Sklad) 

3 SLOVAK SONGS (Eng) 

VC, pf 

ed. Tate OXFORD 
3 SONGS OF OLD QUEBEC (Eng) 

VC, pf 

ed. Offer; arr. Tate 
OXFORD 

3 SPIRITUALS 

VC, pf 

arr. Hattey OXFORD 

35 CANTI POPUIARI ITALIANI 

VC, pf 

ZERBONI (A: Boosey) 

TURPIN HERO (30) 

VC, gtr 

ed. Raven OXFORD 

12 SONGS BY NEO-FRENCH 
COMPOSERS (FrEng) 

VC, pf 

BOSTON 

20 AMERICAN SONGS AND NEGRO 
SPIRITUALS 

VC, pf 

arr. Hengeveld 
BROEKMANS (A: Peters) 

20 HUNGARIAN FOLKSONGS (Eng) 

VC, pf 

ed. Bartok; Kodaly 
BUDAPEST (A: Boosey) 

25 FAVORITE LATIN AMERICAN SONGS 

VC, pf 

arr. Sandoval SCHIRMER 
2 FRENCH FOLKSONGS 
med, kybd 

ed. Hopkins 
HANSEN (A: Magna) 


UKRAINISCHE VOLKSWEISEN 

VC, gtr / 

ed. Stingl; Sowiak 
SCHOTTS (A; Belwin) 

UNSERE WEIHNACHTSLIEDER (Xmas) 

med, gtr 

ed. Gotze 
SCHOTTS (A: E-A) 

UNTERRICHTSLIEDER (60) 

high, pf; med, pf; low, pf 

ed. Losse PETERS 

54 FINNISCHE VOLKSLIEDER Vol 1, 2 
(FinnGer) 

VC, pf 

ed. Maasalo FAZER 

VILLANCICOS DEL FOLKLORE 
ESPANOL 

med, pf 

ed. Cil 

UME (A: Associated) 

VOLKSLIEDER AUS ALLER WELT 

Vol 1: England (EngGer) med, gtr 
ed. Behrend; 

Vol 2: France (FrGer) med, gtr ed. 
Behrend; 

Vol 3: Spain, Portugal (SpPortGer) 
med, gtr ed. Behrend; 

Vol 4; Italy (ItGer) med, gtr ed. 
Behrend; 

Vol 7: Balkans 

(HungBulgarianRumanianYugosla- 
vianGer) med, gtr ed. Behrend; 

Vol 8: Russia (RussGer) med, gtr ed. 
Behrend; 

Vol 9; Poland (PolGerLatvian) med, 
gtr ed. Behrend 

Vol 10: Germany (Ger) med, gtr ed. 
Behrend; 

Vol 11: America (EngGer) med, gtr 
ed. Behrend; 

Vol 12: Indonesia (orig language, 
Ger) med, gtr ed. Behrend 

BOTE (A: Associated) 

VOLKSLIEDER AUS OSTPREUSSEN (Ger) 
med, pf 

ed. Kroll 
BOTE (A: Associated) 

VOLKSLIEDER DES AUSLANDES 

Vol I: Spanish (GerSp) med, gtr; Vol 
II: Italian (Gerit) med, gtr; Vol III: 
Russian (Ger) med, gtr 

ed. Schwarz-Reiflingen 
LEUCKART (A: Associated) 
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VOLKSLIEDER BALTISCHER LANDER 
(Eastern Europe) (orig language^ German) 

VC, pf 

arr. Moller 
SCHOTTS (A: E-A) 

VOLKSUEDERBUCH ZUR GITARRE 

Voi 1: Kinderlieder; Vol 2: 
Wander-und Abschiedlieder vc, gtr 


ed. Burkhart; Scheit DOBLINGER 
(A: Associated) 

WEST INDIAN SPIRITUALS AND FOLK 
TUNES (Eng) 

VC, pf 

arr. Saunders, Evans BOOSEY 


ORDERING AND PURCHASING 
MUSIC 


In the struggle to achieve accuracy in these repertoire lists, we (al¬ 
though neophyte indexers at the inception of the project) have acquired a 
fund of general knowledge about music publishing that might spare you 
some of the various usual difficulties encountered as you order music at 
the retail level. Most working teacher- or performer-musicians have not 
had the occasion to acquire indexing skills or an in-depth understanding 
of the details of music publishing. We believe that the fruits of our expe¬ 
rience (because of its very representative nature) will equip the reader 
with more background facts, the better to deal with ordering problems 
when they occur. 

It is important to recognize at the outset that the publishing business 
in general is of late in constant flux; music publishing follows this trend. 
New amalgamations, mergers, and partnerships among American com¬ 
panies fairly abound. Furthermore, when several small companies 
merge, they may assume a new corporate name for the umbrella com¬ 
pany, still retaining the old name hidden within the new. In addition, the 
foreign music publishers play a constant game of musical chairs, which is 
intensely frustrating not only, we discovered, to those of us outside, but 
also to those within the profession. Whether the foreign firm is repre¬ 
sented by several American companies or by one exclusively, the amount 
of activity in changing affiliations is truly amazing. In the four years 
spent in writing this book, for example, a minimum of fifty publishers 
have made major changes in their business affiliations. In almost every 
instance, the news of this change was announced (if indeed it was an¬ 
nounced) some three months later. As this book goes to press all the new¬ 
est affiliations have been sorted out and duly noted, but more changes 
are inevitable. 

What does this mean to the reader? Several examples: some firms 
having lost the agency for a foreign publisher, respond to orders for 
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those titles in the simplest way—'not available"—rather than referring 
customers to the new agency. A composition originally published by a 
small firm, later absorbed by a large firm, soon loses its original identity. 
By the time the larger firm enters into a merger, it becomes even harder 
to trace, although still in print. Some foreign publishers have special 
agreements with large retail stores requiring the store to order directly 
from abroad rather than through the American agent. The maddening 
and familiar "not available" often masks the clerk's uncertainty caused 
by these musical chairs. Result: it is unwise to trust the first answer 
given. For his own practical purposes, we recommend that the reader 
keep his eyes attuned to these changes, noted sooner or later in the pro¬ 
fessional journals, and record them in the publishers' list given in this 
book. By keeping his list up-to-date he can give more explicit instructions 
to his retail music store. This makes it easier to trace the desired composi¬ 
tion especially if the reader is located at some distance from a large met¬ 
ropolitan center. 

As one learns more about the practices of music publishing it be¬ 
comes increasingly evident that any book that attempts to catalogue 
published music will be, to a certain degree, obsolete by the time it comes 
out. As disturbing as this is to an author (whose only recourse is to strive 
for maximum accuracy during the compiling and accept partial obsoles¬ 
cence gracefully), the reader can temper his disappointment with the 
acquisition of some facts. The main source of difficulty with such obso¬ 
lescence is the possibility that the sought-after composition will have 
been taken out of print by the music publisher in the interim between fin¬ 
ishing the book and its publication. Distinguishing between "not avail¬ 
able" and "out of print" responses is not always simple. Here are some 
helpful facts. 

German publishers are required by law to put out a yearly catalogue 
wherein all compositions still in print are listed. Therefore, one can as¬ 
sume that any composition not in the new German catalogue is almost 
certainly no longer in print. Items missing from the catalogues of other 
foreign firms, their countries lacking such a law, are not necessarily to be 
presumed out of print. One can only note the date of the catalogue which 
signifies that anything in it was in print as of that year. One must also 
watch for the telltale words "selected compositions" appearing in the cat¬ 
alogue title, signifying that this is not a complete catalogue. Having as¬ 
certained that the catalogue is one of "selected works," it will be more 
fruitful in such cases to ask the store to order directly from the American 
agent. He should have a master catalogue, although, surprisingly, this is 
not always true. It has been our experience, confirmed by editors at some 
large American firms, that the French catalogues are to be trusted least. 
When ordering, always give all available details such as number of 
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songs, author of the text, opus number, editor, etc. This makes it easier 
for the American agent to locate the composition. 

It appears, upon consultation with the larger American publisher, 
that only a small handful of fine music stores exist, plus a few rare musi¬ 
cians (working in smaller stores) who have collected catalogues. There¬ 
fore, they encourage being prepared to call directly to the publishing 
firms when a doubt persists. 

The practices of American publishing firms differ. It is useful to ask 
around, to make notes of experiences dealing with the various publish¬ 
ers, forming your own conclusions as to which firms publish yearly cata¬ 
logues, etc. Again, these notes can be entered permanently into the pub¬ 
lishers' list in this book for easy referral. Also helpful is to form your 
own collection of catalogues. They are frequently offered at professional 
conventions, and music stores will sometimes give you extra copies. 

Compositions which have definitely been determined to be out of 
print do not yet present a dead end. Armed with the name of the original 
publisher, visit first your nearest local music library. Failing there, try 
both the circulating and the research sections of the Lincoln Center Li¬ 
brary for the Performing Arts, in New York City. (Note that our lists 
show 'NYP LIBE" for out-of-print compositions of interest.) The Library 
of Congress is in most cases (unless a trip to Europe is planned) last port 
of call. It contains a wonderful collection of important European compo¬ 
sitions in addition to a definitive catalogue of American works. There is 
a Library of Congress index organized by composers' names and subjects 
beginning with the year 1952. But another index of copyrighted Ameri¬ 
can publications (beginning earlier) can help you to locate once pub¬ 
lished works as well as manuscript copies of American works. 

A problem posed by ordering contemporary compositions, or any 
vocal chamber music, is that of "rental" versus "sales." In general, you 
will find that compositions requiring large forces (therefore many con¬ 
temporary works) may well be on rental rather than for sale. Therefore, 
from our three repertoire lists, the one for Vocal Compositions with In¬ 
struments would seem to bear watching more than the Cycle or Ensemble 
lists. It would be wise to ask the retail store clerk to check carefully for 
catalogue symbols, easily overlooked, that indicate that the composition 
is on rental only, before concluding that it is "not available." The main 
rental libraries in the United States are G. Schirmer, Theodore Presser, 
and Magnamusic Baton. 

It is our hope that with these personal notes we have reduced in some 
measure (a) the time spent by the reader in finding his way through the 
labyrinth of music publishing practices and (b) the frustration suffered 
by all of us when confronting that highly suspect phrase, "it's not avail¬ 
able." 
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CODE 

ABINGTON 

ACA 

ALBERSEN 

ALBERT 

ALLANS 

ALSBACH 

AMC 

AMMUS ED 
AMPHION 

ARNO 

ARROW 

ARSNOVA 

ARSVIVA 

ARTIA 

ART 

MASTERS 


PUBLISHER'S LIST 


PUBLISHER'S 

ADDRESS 

Abington Press 
2018th Ave. S. 

Nashville, Tenn. 37202 

American Composers' Alliance 
170 W. 74 St. 

New York, N.Y. 10023 

Muziekhandel Albersen & Co. 

Groot Hertogenlaan 182 
The Hague, Netherlands 

J. Albert & Son Pty, Ltd. 

137-9 King St. 

Sydney, New South Wales, Australia 

Allans Music Pty, Ltd. 

276 Collins St. 

Melbourne 3000, Australia 

G. Alsbach & Co. 

American Music Center 
250 W. 57 St. 

New York, N.Y. 10019 

American Music Edition 

Editions Amphion 
26-28 Rue de la Pepiniere 
Paris, 8e, France 

Arno Folk Verlag 

Arrow Press 

Ars Nova 


Ars Viva Verlag GmbH 

Artia-Prague 
Ve Smeckach 3 
Prague, Czechoslovakia 

Art Masters Studios, Inc. 
2614 Nicollet Ave. 
Minneapolis, Minn. 55408 


AMERICAN 

AGENT 


DONEMUS 

BELWIN 


PETERS 


FISCHER C 
KERBY 

GERIG 

BOOSEY 

DONEMUS; 

PRESSER 

BELWIN 

MAGNA 



CODE 

ASHDOWN 

ASSOCIATED 

AUGENER 

AUGSBURG 

AXELROD 

BARENREITER 

BARRY 

BCMA 

BELAIEFF 

BELMONT 

BELWIN 

BERANDOL 

BERBEN 

BERNOUILLI 

BESSEL 

BIELER 


PUBLISHER'S 

ADDRESS 

Edwin Ashdown Ltd. 

275-281 Cricklewood 
Broadway, London NW2 6QR, 
England 

Associated Music 
Publishers 

Augener Ltd. 

18 Great Marlborough St. 
London W1, England 

Augsburg Publishing House 
426 S. 5th St. 

Minneapolis, Minn. 55415 
Axelrod 

Barenreiter Verlag 


Barry & Cie. 

British and Continental 
Music Agency 

M. P. Belaieff 

Belmont Music Publishers 

P.O. Box 49961 

Los Angeles, Ca. 90649 

Belwin-Mills Publishing Corp. 

25 Desho'n Drive 
Melville, N.Y. 11746 

Berandol Music Ltd. 

11 St. Joseph St. 

Toronto, Ontario M4Y1J8, Canada 

Edizioni Musicali Berben 

Ed. Bernouilli 

Editions Bessel & Cie. 

78 Rue de Monceau 
Paris, 8e, France 

Edmund Bieler Musikverlag 
Zulpicher Strasse 85 
5 Cologne-Sulz, W. Germany 
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AMERICAN 

AGENT 

BOOSEY 


SCHIRMER/ 

ASSOCIATED 

GALAXY 


SHAWNEE 

MAGNA; 

E-A 

BOOSEY 

EMI 

PETERS 


PRESSER 

DONEMUS 

BELWIN 
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PUBLISHER'S 

CODE ADDRESS 

BILLAUDOT Editions Billaudot 


AMERICAN 

AGENT 

PRESSER 


BIRNBACH 

BLOCKWOOD 

BOHM 


BOILEAU 

BOMART 

BONGIO- 

VANNI 

BOOSEY 

BOSSE 

BOSTON 

BOTE 

BRANCH 

BREITKOPF L 

BREITKOPFW 

BRODT 

BROEKMANS 

BROGNEAUX 


Richard Birnbach 
Diirerstrasse 28a 
1000 Berlin 45, Germany 

April Blockwood 
1350 Ave. of the Americas 
New York, N.Y. 10019 

Anton Bohm & Sohn 
Postfach 110369 
Lange Gasse 26 

D089 Augsburg 11, W. Germany 

A. Boileau y Bernasconi 
Provenza 285 
Barcelona, Spain 

Boelke-Bomart Music Publications 
Hillsdale, New York 12529 

Casa Musicale Francesco Bongiovanni 
Via Rizzoli 28 E 
Bologna, Italy 

Boosey and Hawkes, Inc. 

P.O, Box 130 
Oceanside, N.Y. 11572 

Gustav Bosse Verlag 

Boston Music Co. 

Bote & Bock 

Harold Branch Publishing Co. 

95 Eads St. 

W. Babylon, N.Y. 11704 

Breitkopf & Hartel, Leipzig 

Breitkopf & Hartel, Wiesbaden 

Brodt Music Co. 

1409 E. Independence Blvd. 

Charlotte, N.C. 28201 

Broekmans and Van Poppel 

Editions Musicales Brogneaux 
73 Ave. Paul Janson 
1070 Brussels, Belgium 


BELWIN 


E-A; MAGNA 

ASSOCIATED 


BROUDE 

ASSOCIATED 


PETERS 

ELKANH 
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CODE 

BROUDE 

BROUDE 

BROS 

BRUZZI 

BUDAPEST 


PUBLISHER'S 

ADDRESS 

Alexander Broude, Inc. 

225 W. 57 St. 

New York, N.Y. 10019 

Broude Brothers Ltd. 

56 W. 45 St. 

New York, N.Y. 10036 

Aldo Bruzzichelli, Editors 
Borgo S. Frediano 8 
Florence, Italy 

Editio Musica Budapest 


AMERICAN 

AGENT 


BOOSEY 


CARISCH 

CASA 

NAPOLEAO 

CBDM 

CHANT 

CHANTRY 


CHAPPELL 

CHESTER 


Carisch S. p. A. 

Via Generale Fara 39 
20124 Milano, Italy 

Casa Napoleao 


Centre Beige de Documentation 
Musicale 

Editions Le Chant du Monde 

Chantry Music Press, Inc. 
Wittenberg University 
Box 1101 

Springfield, Ohio 45501 

Chappell & Co. 

810 7th Ave. 

New York, N.Y. 10019 

J. and W. Chester Ltd. 


CHOUDENS 
CHURCH 
COLFRANC 
COLOMBO 
COMP ED 

COMP LIBE 
ED 


Choudens, Paris 

John Church Co. 

Colfranc Music Publishing Corp. 

Franco Colombo Publications 

Composer/Performer Edition 
2101 22nd St. 

Sacramento, Cal. 95818 

Composers' Library Edition 


BOOSEY 

ESCHIG 

ELKANH 

MCA 


MAGNA; 

BROUDE 

PETERS 

PRESSER 

KERBY 

BELWIN 


BROUDE 
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CODE 

COMP MUSIC 
CORP 

COMP PR 

CONCORD 

CONCORDIA 

CRAMER 

CRESCENDO 

CROATICA 

CURCI 

CURWEN 

CZECH 

DA CAPO 

DEUTSCHER 

DITSON 

DOBLINGER 

DONEMUS 

DOUBLEDAY 

DOVER 


PUBLISHER'S 

ADDRESS 

Composers' Music Corp. 


The Composers Press, Inc. 

Concord Music Publishing Co. 

Concordia Publishing House 
3358 S. Jefferson Ave. 

St. Louis, Mo. 63118 

J. B. Cramer & Co. Ltd 
139 New Bond St. 

London W1 England 

Crescendo Music Sales Co. 

Box 395 

Naperville, Ill. 60540 
Croatica Music Institute 


Edizioni Curci 
Galleria del Corso 4 
20122 Milano, Italy 

J. Curwen and Sons 

Czechoslovak Music Information Centre 
Besedni 3 

Prague 1, Czechoslovakia 

Da Capo Press, Inc. 

227 W. 17 St. 

New York,N.Y. 10011 

Deutscher Verlag fur Musick 

Oliver Ditson Co. 

Ludwig D. Verlag 
Postfach 882 
A-1011 Vienna, Austria 

Donemus Foundation 

Doubleday & Co. 

501 Franklin Ave. 

Garden City, N. Y. 11530 

Dover Publications 
180 Varick St. 

New York, N.Y. 10014 


AMERICAN 

AGENT 

FISCHER C 

SEESAW 

ELKANH 


BRODT 


DRUS HRVAT 
SKLAD 


SCHIRMER 


BROUDE 

PRESSER 

ASSOCIATED 

PETERS 
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CODE 

PUBLISHER'S 

ADDRESS 

AMERICAN 

AGENT 

DRUS HRVAT 
SKLAD 

Drustvo Hrvatskih Skladatelja 
Berislaviceva 9 

Zagreb, Yugoslavia 


DRUSTVO 

Drustvo Slovenskih Skladatelja 

Trg Francoske 

Revolucije 6 

61000 Ljubljana, Yugoslavia 


DRZAVNA 

Drzavna Zalozba Slovenije 

DRUSTVO 

DURAND 

Durand & Cie. 

4 Place de la Madeleine 

Paris, 8e, France 

PRESSER 

E-A 

European American Music 
Distributing Corp. 

195 All wood Rd. 

Clifton, NJ. 07012 


EASTLANE 

Eastlane Music 

31 Bayberry Rd. 

Trenton, N.J. 08618 


ECOAM 

Editorial Cooperativa Inter- 
Americana de Compositores 

SOUTHERN 

PEER 

ED ARC MUS 

Editorial Argentina de Musica 

SOUTHERN 

PEER 

EDWARDS 

Edwards Music Reprints 

Ann Arbor, Michigan 48107 


EGTVED 

Edition Egtved, 

Musikhojskolens Forlag ApS 
DK-6040 

Egtved, Denmark 


ELKANH 

Henri Elkan Music Publisher 

1316 Walnut St. 

Philadelphia, Pa. 19107 


ELKANV 

Elkan-Vogel, Inc. 

PRESSER 

ELKIN 

Elkin & Co. Ltd. 

160 Wardour St. 

London W1, England 

NOVELLO 

EMI 

EMI Music Publishing Ltd. 

138-140 Charing Cross Rd. 

London, WClH OLD, England 
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CODE 

PUBLISHER'S 

AMERICAN 

ADDRESS 

AGENT 

ENOCH 

Enoch & Cie., Paris 

ASSOCIATED; 

BRODT; 

SOUTHERN 

PEER 

ESCHIG 

Editions Max Eschig 

Rue de Rome 48 

75008 Paris, France 

ASSOCIATED 

EULENBURG 

Editions Eulenburg 

PETERS 

EXP MUS CAT 

Experimental Music Catalogue 

208 Ladbroke Grove 

London WlO 5LU, England 


FABER 

Faber Music Ltd. 

SCHIRMER 

FAZER 

Fazer Musik Fazer 

Aleksanterinkatu 11 

SF 00100 Helsinki 10, Finland 


FEMA 

Fema Music Corp. 

Naperville, Illinois 60540 

CRESCENDO 

FISCHER C 

Carl F. Fischer, Inc. 

56-62 Cooper Square 

New York, N.Y. 10003 


FISCHER J 

J. F, Fischer & Bro. 

Harristown Rd. 

Glen Rock, N.J. 

BELWIN 

FMA 

Florilegium Musicae Antiquae 

HANSSLER 

FOG 

Dan Fog Musikforlag 

PETERS 

FORBERG 

Robert Forberg-P. Jurgenson, 
Musikverlag 

PETERS 

FORLIVESI 

A. Forlivesi & Co. 

COLOMBO 

FORNI 

Amaldo Forni Editore 

Via Triumvirate 7 

40132 Bologna, Italy 


FOSTER 

Mark Foster Music Co. 

Box 4012 

Champagne, Ill. 61820 


FOX 

Sam Fox Publishing Co. 

PEPPER 

FRANK 

Frank Music Corp. 

BLOCKWOOD 
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CODE 

PUBLISHER'S 

ADDRESS 

AMERICAN 

AGENT 

GALAXY 

Galaxy Music Corp. 

2121 Broadway 

New York, N. Y. 10023 


GALLIARD 

Galliard Ltd. 

Queene Anne Rd. 

Great Yarmouth, Norfolk 4281, 
England 

GALAXY 

GEHRMANS 

Carl Gehrmans Musikforlag 
Apelbergsgatan 58 

Postfack 505 

10126 Stockholm 1, Sweden 

BOOSEY; 

SOUTHERN 

PEER 

GENERAL 

General Music Publishing Corp. 

145 Palisade 

Dobbs Ferry, N.Y. 10522 

SCHIRMER 

GENTRY 

Gentry Publications 

PRESSER 

GERIG 

Musikverlag Hans Gerig 

Drususgasse 7-11 

5 Koln 1, Germany 

BELWIN 

GOODWIN 

TAB 

Goodwin & Tabb Publishing Ltd. 
36-38 Dean St. 

London. WI1, England 

NOVELLO 

GRAY 

H.W. Gray Co., Inc. 

BELWIN 

GREGG 

Gregg Press 

1 Westmead 

Farnborough, Hants, England 

KALMUS 

HAMELLE 

Hamelle & Cie. 

22 Blvd. Malesherbes 

Paris, 8e, France 

ELKANV 

HANSEN 

Wilhelm Hansen Edition 

MAGNA; 

BROUDE 

HANSEN F 

Wilhelm Hansen Frankfurt 

MAGNA 

HANSSLER 

Hanssler-Verlag 

PETERS 

HARGAIL 

Hargail Music Co. 

157 W. 61 St. 

New York, N.Y. 10023 


HARMONIA 

Harmonia Uitgave 

PETERS 

HARRIS 

Frederick Harris Music Co. Ltd. 

P. O. Box 670 

Oakville, Ontario, Canada 

BRODT 
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PUBLISHER'S 

AMERICAN 

ADDRESS 

AGENT 

HEINRICH 

Heinrichshofen's Verlag 

PETERS 

HENLE 

G. Henle Verlag 

Schongauerstrasse 24 

8 Munich 55, Germany 

BRODT 

HENN 

Editions Henn 

8 Rue de Hesse 

Geneve, Switzerland 


HEUGEL 

Heugel & Cie. 

2 bis Rue Vivienne 

Paris, 2e, France 

PRESSER 

HIGHGATE 

Highgate Press 

GALAXY 

HINRICHSEN 

Hinrichsen Edition Ltd. 

Bach House 

10-12 Baches St. 

London N 1, England 

PETERS 

HINSHAW 

Hinshaw Music, Inc. 

P. O. Box 470 

Chapel Hill, N.C. 27514 


H-M 

Haydn-Mozart Presse 

UNIVERSAL 

HOPE 

Hope Publishing Co. 

680 S. Main Place 

Carol Stream, Ill. 60187 


HUG 

Hug & Co. 

PETERS 

ICELAND 

Iceland Music Information Centre 

ELKANH 

INTERNATL 

International Music Co. 

511 5th Ave. 

New York, N.Y. 10017 


lONE 

lone Press 

SCHIRMER EC 

ISRMUS INST 

Israel Music Institute 

BOOSEY 

ISRAELI 

Israeli Music Publications, Ltd. 

BROUDE 

INST EXT MUS 

Institute de Extensibn Musical 

Calle Agustinas 620 

Santiago, Chile 


JAPAN 

Japan Federation of Composers 

602 Shinanomachi Bldg 

33 Shinanomachi 

Shinjuku-ku, Tokyo, Japan 
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PUBLISHER'S AMERICAN 


CODE 

ADDRESS 

AGENT 

JOBERT 

Editions Jean Jobert 

PRESSER 

JOHNSON 

Johnson Reprint Corp 

111 5th Ave. 

New York, N.Y. 10003 


KAHNT 

C. F. Kahnt Musikverlag 

PETERS 

KALMUS 

Edw. F. Kalmus 

Miami-Dade Industrial Park 

P.O. Box 1007 

Opa-Locka, Fla. 33054 

BELWIN 

KERBY 

E.C.KerbyLtd. 

198 Davenport Rd. 

Toronto 5, Canada 

E-A 

KISTNER 

Kistner & Siegel 

CONCORD 

KRENN 

Ludwig Krenn 

Reindorfgasse 42 

1150 Wien 15, Austria 


LEDUC 

Alphonse Leduc 

175 Rue St. Honore 

Paris, France 

BRODT; 

ELKANV 

LEEDS 

Leeds Music Corp. 

322 W. 48 St. 

New York, N.Y. 10019 

BELWIN 

LEMOINE 

Henry Lemoine et Cie. 

17 Rue Pigalle 

Paris, 9e, France 

PRESSER 

LEONARD 

ENG 

Leonard, Gould, and Bolttler 

139 New Bond St. 

London W1, England 

LESLIE 

LESLIE 

Leslie Music Supply 

BRODT 

LEUCKART 

F. E. C. Leuckart 

ASSOCIATED 

LIBEC 

Library of Congress 

Washington, D.C. 


LIENAU 

Robert Lienau, Musikverlag 

PETERS 

LILLENAS 

Lillenas Publishing Co. 

Box 527 

Kansas City, Mo. 64141 
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CODE 

LITOLFF 

L'OISEAU 

LPME 

LUNDQUIST 

LYCHE 

MANGIONE 

MAGNA 

MARKS 

MCA 


MEDIA 

MERCURY 

MERION 

MERRY- 

MOUNT 

MEXICANA 

MEZKNIGA 

MILLS 


MIRANDA 


PUBLISHER'S 

ADDRESS 

Litolff 

Editions de L'Oiseau Lyre 
Les Ramparts, Monaco 

London Pro Musica Edition 

Abr Lundquist AB, Musikforlag 

Katarina Bangata 17 

116 25 Stockholm, Sweden 

Harald Lyche and Co. 
Kongensgate 2, Oslo 

E. C. Mangione 
Rio de Janeiro, Brazil 

Magnamusic-Baton, Inc. 

10370 Page Industrial Blvd. 

St. Louis, Mo. 63132 

Edw. B. Marks Music Corp. 

MCA & Mills 

MCA Join Venture Editions 
445 Park Ave. 

New York, N.Y. 

Media Press 
Box 895 

Champaign, Illinois 61820 
Mercury Music Corp. 

Merion Music, Inc, 

Merrymount Music, Inc. 


Editiones Mexicanas de Musico, A.C. 


Mezhdunarodnaja Kniga 
Moscow, G-200 USSR 

MCA & Mills 

MCA Join Venture Editions 
445 Park Ave. 

New York, N.Y. 

L. G. Miranda 
Sao Paolo, Brazil 


AMERICAN 

AGENT 

PETERS 

Galaxy 


PETERS 


BELWIN 

BELWIN 


PRESSER 

PRESSER 

PRESSER 

SOUTHERN 

PEER 

BELWIN 
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PUBLISHER'S 


CODE 

ADDRESS 

MOBART 

Mobart Publications 

Hillsdale, N.Y. 12529 

MODERN 

Edition Modern, 

Musikverlag Hans Wewerka 
Franz-Joseph-Strasse 2 

8 Munich 13, Germany 

MOECK 

Hermann Moeck Verlag 
Hannoversche Strasse 43a 

10 a Celle, Germany 

MOSELER 

Moseler Verlag, 

Postfach 460 

3340 Wolfenbiittel, W. Germany 

MUS RARA 

Musica Rara 

2 Great Marlborough St. 

London, W1, England 

MUSIC SALES 

Music Sales Corporation 

33 W. 60 St. 

New York, N.Y. 10023 

MUSIC INFO 
CEN 

Muzichi Information! Centar 

MUSIKWISS 

Musikwissenschaftliche Verlag 

NAGELS 

Nagels Verlag 

NEW MUS ED 

New Music Edition 

NEW VALLEY 

New Valley Music Press of 

Smith College 

Sage Hall 3 

Northhampton Mass. 01060 

NORDISKA 

AB Nordiska Musikforlaget 

NORSK 

Norsk Musikforlag A/S 

NORTON 

W. W. Norton and Co., Inc. 

500 5th Ave. 

New York, N.Y. 10003 

NOSKE 

A. A. Noske 


AMERICAN 

AGENT 

BOMART 


BELWIN 


GERIG 


ASSOCIATED; 

BARENREITER 

ASSOCIATED; 

MAGNA 

PRESSER 


BROUDE; 

MAGNA 

MAGNA; 

ASSOCIATED 


DONEMUS 
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NOVELLO 

NYPLIBE 

OAK 

OFC 


PUBLISHER'S 

ADDRESS 

Novello & Co. Ltd. 

145 Palisades St. 

Dobbs Ferry, N.Y. 10522 

New York Public Library 
(Lincoln Center Library for the 
Performing Arts) 

Oak Publications 

Obtainable from Composer 

ADAMS, Leslie 
University of Kansas 
Lawrence, Kansas 66044 

BAKER, David 
Indiana University 
Bloomington, Ind. 47401 

BALLOU, Esther 
University of Michigan 
Ann Arbor, Mich. 48105 

BEESON, Jack 
Music Dept. Dodge Hall 
Columbia University 
New York, N.Y. 10026 

DA COSTA, Noel 

250 W. 94 St. 

New York, N.Y. 10025 

DAVIS, Harriette 
Jackson State College 
Jackson, Miss. 

DIEMER, Emma Lou 

Music Dept. University of California 

Santa Barbara, Cal. 93106 

DUNCAN, John 
Alabama State University 
Montgomery, Alabama 

FAX, Mark 

6405 16th St. N.W. 

Washington, DC 20012 

FIGUEROA, Narciso 
361 Rafael Lamar 
Hato Rey, P.R. 00918 


AMERICAN 

AGENT 

BELWIN 

(rentals) 


MUSIC SALES 
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CODE 


PUBLISHER'S 

ADDRESS 

GINSBURG, Gerald 
1 Sheridan Square 
New York, N.Y, 10014 

GLANVILLE-HICKS, Peggy 
Australian Music Centre 
P.O. Box 149, Grosvenor St. 
Sydney 200, NSW Australia 

GORELLI, Olga 
Scotch Road 
Pennington, N.J. 08534 

HILL, Jackson 
336 N. 3rd St. 

Lewisburg, Pa. 17837 

HYSON, Winifred 
7467 Honeywell Lane 
Bethesda, Md. 20014 

HYSON, Winifred 
7467 Honeywell Lane 
Bethesda, Md. 20014 

IVEY, Jean Eichelberger 
320 W. 90 St. 

New York, New York 10024 

LLOYD, Charles 
School of Music 
University of Michigan 
Ann Arbor, Mich. 48109 

LOGAN, Wendell 
Oberlin College 
Oberlin, Ohio 44074 

McARTHUR, Edwin 
125 Prospect Ave. 
Hackensack, N.J. 07601 

McCALL, Maurice 
P.O. 20108 

Cinncinnati, Ohio 45220 

NICKERSON, Camille 
c/o Dr. Helen McGarity 
Howard University 
Washington, D.C. 


AMERICAN 

AGENT 
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CODE 


LOISEAU 


PUBLISHER'S 

ADDRESS 

NOBLE, Ann 
3511 Vz Portola Ave. 

Los Angeles, Cal. 90032 

SCHAFFER, Jeanne 
Dept, of Visual and Performing Arts 
Huntingdon College 
Montgomery, Ala. 36106 

SCHAFMEISTER, Helen 
187 Garth Road 
Scarsdale, N.Y. 10583 

SPIES, Claudio 
Woolworth Music Center 
Princeton, N.J. 08540 

VANDEVATE, Nancy 
P.O.Box 23152 
Honolulu, Hawaii 96813 

VERCOE, Elizabeth 
381 Garfield Rd. 

Concord, Mass. 01742 

WESTERGAARD, Peter 
Woolworth Music Center 
Princeton, N.J. 08540 

WILSON, Oily 
Department of Music 
University of California 
Berkeley, Cal. 

ZAIMONT, Judith 
264-20 82 St. 

Floral Park, N.Y. 11001 

ZITO, Vincent 
373 High St. 

Perth Amboy, N.J. 08860 

ZWILICH, Ellen Taafe 
600 W. 246 St. 

Riverdale, N.Y. 10471 

Editions de LOiseau Lyre 
Les Ramparts, Monaco 

Ongaku-No-Tomo Sha Co. Ltd. 
Kagurazaka 6-30 Shinjuko-ku 
Tokyo, Japan 


AMERICAN 

AGENT 


ONGAKU 


PRESSER 
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CODE 

PUBLISHER'S 

ADDRESS 

AMERICAN 

AGENT 

ORLANDO 

Orlando Musikverlag 
Kaprunerstrasse 1 

D-8000 Munich 2lV, Germany 


OR TAV 

Or Tav Music Publications 

P.O.Box 3200 

Tel Aviv, Israel 


OSTER 

Osterreichischer Bundesverlag 

ASSOCIATED 

OUVRIERES 

Les Editions Ouvrieres 

GALAXY 

OXFORD 

Oxford University Press 

200 Madison Ave. 

New York, N.Y. 10016 


PAN AM 

Pan American Union 

SOUTHERN 

PEER 

PANTON 

Panton 

ARTIA 

PATELSON 

Joseph Patelson House of Music 

160 W. 56 St. 

New York, New York 10019 


PATERSON 

Paterson's Publications Ltd. 

36 Wigmore St. 

London W1, England 

FISCHER C 

PEER 

Peer International Corp. 

SOUTHERN 

PEER 

PENGUIN 

Penguin Books 

625 Madison Ave. 

New York, N.Y. 10022 


PENN STATE 

Penn State University Press 

215 Wagner Blvd. 

University Park, Pa. 16802 


PEPPER 

J. W. Pepper & Son, Inc. 

P. O. Box 850 

Valley Forge, Pa. 19482 


PETERS 

C. F. Peters Corp. 

373 Park Ave., South 

New York, N.Y. 10016 


PIONEER 

Pioneer Music Press 

975 South West Temple 

Salt Lake City, Utah 84101 
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PLYMOUTH 

POLSKIE 

PWM 

PRESSER 

PRO ART 

PRO MUSICA 

REC PUB 

REMICK 

RICORDI 

RICORDI BA 

RIES 

ROBERTON 

ROSSUM 

ROUART 

ROW 

RUBANK 

RUDMOR 


PUBLISHER'S 

ADDRESS 

Plymouth Music Co., Inc. 

17 W. 60 St. 

New Yor, N.Y. 10023 

Polskie Wydawnictwo Musyczne 

Theodore Presser 
Presser Place 
Bryn Mawr, Pa. 19010 

Pro Art Publications, Inc. 

469 Union Ave. 

Westbury, N.Y. 11590 

Pro Musica Verlag 
Karl-Liebknecht Strasse 12 
701 Leipzig, Germany 

Recital Publications 
Box 1697 

Huntsville, Tex. 77340 

Remick Music Corp. 

G. Ricordi & Co, Ltd. 

Via Berchet 2 
Milano, Italy 

Ricordi Americana SA 
Cangallo 1558 

1037 Buenos Aires, Argentina 

Ries & Erler 

Roberton Publications 
The Windmill 

Wendover, Aylesbury Bucks, England 

Wed. J. R. van Rossum 

Rouart-Lerolle & Cie. 

R. D. Row 

Rubank, Inc. 

16215 NW 15 St. 

Miami, Fla. 

Rudmore Publications 
33 Riverside Drive 
New York, N.Y. 10023 


AMERICAN 

AGENT 


MARKS 


BROUDE 


WARNER 

SCHIRMER 

SCHIRMER 

PETERS 

PRESSER 

PETERS 
SALABERT 
FISCHER C 
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CODE 

SALABERT 

SANTIS 

SCHAUER 

SCHIRMER EC 

SCHIRMER G 

SCHMIDT 

SCHMITT 

SCHOTT 

SCHOTT FRER 
SCHOTTS 

SDM 

SEESAW 

SENART 

SHAPIRO 


PUBLISHER'S 

ADDRESS 

Editions Salabert, Inc. 

575 Madison Ave. 

New York, N.Y. 10023 

Edizioni de Santis 
Via Cassia 13 
00191 Rome, Italy 

Richard Schauer, Music Publishers 
67 Belsize Lane 

Hampstead, London NW3 SAX, 
England 

E, C. Schirmer Music Co. 

112 South St. 

Boston, Mass. 02111 

G. Schirmer, Inc./Associated Music 
Publishers 
866 Third Ave. 

New York, N.Y. 10022 

Schmidt, Boston 

Schmitt Music Centers 
no N. 5th St. 

Minneapolis, Minn. 55403 

Schott & Co. Ltd. 

48 Great Marlborough St. 

London W 1, England 

Schott Freres 

B. Schotts Sohne 
Weihergarten 65 
Mainz, Germany 

Service de Documentacao Musical da 
Ordem dos Musicos do Brasil 
Av. Almte Barroso 72, 7° Andar 
Rio De Janeiro, Brazil 

Seesaw Music Corp. 

1966 Broadway 
New York, N.Y. 10023 

Ed. Maurice Senart 

Shapiro & Bernstein 
666 Fifth Ave. 

New York, N.Y. 10022 


AMERICAN 

AGENT 

ASSOCIATED 


SUMMY B 

E-A 

E-A; PETERS 
E-A 

SALABERT 
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PUBLISHER'S 
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SHAWNEE 

Shawnee Press 

Delaware Water Gap, Pa. 18327 

SHEPPARD 

John Sheppard Music Press 

SIKORSKI 

Hans Sikorski Verlag 

SIMROCK 

N. Simrock 

SIRIUS 

Sirius Verlag 

SKIDMORE 

Skidmore Music Co., Inc. 

SONZOGNO 

Casa Musicale Sonzogno 

SOUNDINGS 

Soundings 

216E, 4202 Cathedral Ave. NW 
Washington, D. C. 20016 

SOUTHERN 

PEER 

Southern Peer Music Publishing Co. 
1740 Broadway 

New York, N.Y. 10019 

STAINER 

Stainer &■ Bell, Ltd. 

Lesbourne Rd. 

Reigate, Surrey, England 

SUMMYB 

Summy-Birchard 

Evanston, Illinois 60204 

SUPRAPHON 

Editio Supraphon 

TONGER 

P. J. Tonger Musikverlag 

TONOS 

Edition Tonos 

Ahastrasse 7 

6100 Darmstadt, Germany 

TRANSAT 

Editions Transatlantiques 

14 Avenue Hoche 

Paris, 8e, France 

TRANSCON 

Transcontinental Music Publications 
838 Fifth Ave. 

New York, N.Y. 10021 

TRITEN 

Tritone Press & Tenuto Publications 

UME 

Union Musical Espahola 

UNIVERSAL 

Universal Edition, Ltd. 

2-3 Fareham St. 

London W 1, England 


AMERICAN 

AGENT 

E-A 

ASSOCIATED 

SCHAUER 

PETERS 

SHAPIRO 

BELWIN 


GALAXY 

ARTIA 

PETERS 

PRESSER 


PRESSER 

ASSOCIATED 

E-A 
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PUBLISHER'S AMERICAN 

CODE ADDRESS AGENT 

UNIV MUS ED University Music Editions 

P. O. Box 192 
Fort George Station 
New York, N.Y. 10040 

VALLEY Valley Music Press 

Northhampton, Mass. 01060 

VIEWEG Chr. Friedrich Vieweg PETERS 

WAGENAAR J. A. H. Wagenaar ELKAN H 

WALTON Walton Music Corp. PLYMOUTH 

WARNE Frederick Warne and Co. 

40 Bedford Square 
London WC 1, England 

WARNER Warner Brothers Publications 

75 Rockefeller Plaza 
New York, N.Y. 10022 

WATERLOO Waterloo Music Co. Ltd. ASSOCIATED; 

3 Regina St. North BRODT 

Waterloo, Ontario N2J 277 Canada 

WEINBERGER Joseph Weinberger, Ltd. ASSOCIATED 

1016 Rathbone St. 

London Wl P 2 BJ, England 

WEINTRB Weintraub Music Co. MUSIC SALES 

WESTERN Western International Music 

2859 Holt Ave. 

Los Angeles, Cal. 90034 

WILLY Willy Muller Suddeutscher PETERS 

MULLER Musikverlag 

WITMARK Witmark Music Co. WARNER 

WORD Word, Inc. 

Box 1790 

Waco, Texas 76701 

WORLD World Library of Sacred Music, Inc. 

2145 Central Parkway 
Cincinnati, Ohio 45214 


YORKE 


Yorke Editions 


GALAXY 
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PUBLISHER'S 

AMERICAN 

CODE 

ADDRESS 

AGENT 

ZANIBON 

G. Zanibon Edition 

PETERS 

ZERBONI 

Suvini Zerboni 

Galleria del Corso 4 

Milano, Italy 

BOOSEY 

ZIMMER 

Wilhelm Zimmermann, Musikverlag 

PETERS 
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